Istvan ADORJAN |@EADET | 





€ — 
- . * 
7 ; $ 


- 
qa bal 


POLITICAL. > 
ORGANIZATIONS * 


gig 





Copyright information 


© 2021-2022 Istvan ADORJAN (author, self-editor, self-publisher). 

— Second Edition: published with Google Play and Internet Archive in may 2022, 
GGKEY:BR5PTCUUDSS (PDF without DRM). 

— First Edition: published with Google Play and Internet Archive in june 2021, GGKEY: 
BR5SPTCUUDSS (PDF without DRM). 

— Personal Book Identifier: istvan%adorjan%20%december%1959%calugareni%omures%romania 
%thecaseofmateialexandru%2%pdf%googleplay. 


This PDF or originally PDF electronic book written in the english language, and literally translated by 
the author into the romanian language, may in good faith be freely downloaded from Google Play and 
Internet Archive, only literally translated, in any language, with the exception of the romanian lan- 
guage, re-edited without content and structure modification, outside of the internet re-distributed and 
re-published, commercially or non-commercially, wholly or partly, with mentioning its title and author. 
With the death of the author, it shall additionally become freely re-distributable and re-publishable on 
the internet as well. For averting the legal effects of attack carried out with the state, the interested par- 
ties may avail themselves of the universal rights conferred above and the lack of authentic evidences of 
the attacking parties to ensure the perpetual availability of the book in the territory and under the juris- 
diction of the attacking state, or may proceed to the cessation of publishing and distributing the book in 
that territory and under that jurisdiction. 


The first readers of the writings of the author are the Illuminati and other ethnical and national secret 
political organizations controlling, conserving and utilizing the ethnic groups, nations, national states 
and the great religions. Because the creation of his writings has been devoid of their control, and their 
contents revealing their abusive actions and deeds are interpreted as being politically inconvenient or 
offensive, they collide with their ambition of mass-communication omnipotence, and they will not rec- 
ognize them, and will tend to objectify their non-recognition by tending with their occult civil and state 
power to usurp their creation and destroy them by disrupting to bits and finally obscuring their contents 
as knowledge and evidences about their existence and actions, as well as potential history-molding fac- 
tors contrary to their interests, by this means asserting their general politics relative to the freely think- 
ing, researching, writing and publishing persons qualified by them as “dangerous”: “The author of 
these writings is a nobody, and has nothing.” For this purpose, they are striving, among others, to have 
everything that is not evidently of the author generally, the new scientific elements particularly, sorted 
out of them, to nationalize them, to usurp, to transfer into the property of nation the copyright relative 
to them, assuming the cover of their personal secret political agents, with or without plagiary show tri- 
als based on tricks as sham evidences, with the usurped-nationalized copyright to have his writings 
withdrawn from firstly the international circulation, and by so doing to deprive the potential readers of 
the accessibility to these knowledge and evidences relative to them. With the purpose of making it pos- 
sible, concealing it, facilitating it, or increasing the efficiency of the plagiarizing, they intend — among 
others — to apprehend a scientific element, a book, or several books not in their entirety, but in their 
essence, in their forged “starting-point” creating process, or in the form of an implication assertion. For 
this reason, the author considers it as being a personal secret political attack, a national criminal act, 
and a national plagiary show trial, or a national plagiarizing process against science, scientific cogni- 
tion, the free streaming of information, civil society, democracy, his person, and potentially other indi- 
viduals secretly qualified as “dangerous”, executed in the cover of members of some organs of national 
states and/or of the civil society performing parallel acts or activities, as parallel persons and national 


criminals, as well as a further evidence relative to the existence and actions of the ethnical and the na- 
tional secret political organizations any such trial or other process initiated or conducted against him, or 
his writings, or without public regard to them, which does without evidences beyond any shadow of 
doubt relative to the copyright of the scientific elements or comprehensive “essence” arrogated or used 
by that trial or process, contained by his writings, or produces sham evidences relative to that copy- 
right. 


Cover information 


The cover represents MATEI Alexandru as a “musk thistle”, a metaphoric qualification given by the 
romanian national secret political organization to the individuals considered by it unutilizable, inconve- 
nient or dangerous. The main photo and the portrait of MATEI Alexandru were edited out of a frame 
each of the film entitled “Ciulinii Baraganului” (The Musk Thistles of Baragan) of 1957, [1, minute 42] 
and respectively “Rascoala” (The Uprising) of 1965. [2, minute 81] 


Language information 


The language of this book is not quite the english proper. There are many languages on Terra that are 
potentially universal in that everyone may acquire and use them without a significant change in quality 
of life. There is a wide civil need for a unique real universal language in order to enable humans to 
communicate with one another. The Roman Empire was not sufficient for carrying into effect the uni- 
versality of the latin language. A national state shall not be capable of carrying into effect the universal- 
ity of its language ever. At present, the english proper is the nearest to the quality of unique real univer- 
sal language. However, as a natural language it has many deficiencies, and it might not be the best 
means of universal communication. And as rules in a language are made not by states, but by its users 
in thinking, speaking and writing, with writing this book in the english language the author makes a 
few steps towards turning the english proper into the unique real universal language on Terra, as an in- 
termediary phase towards disabling the ethnical and the national secret political organizations to pro- 
duce political prisoners and hinder their professional development, and breaking down all artificial 
frontiers among humans and peoples in the Terra nation and the Terra state. 


This book is my individual human, and not a national product. I firmly condemn and re- 
ject any endeavor of the national imperialism to monopolize and utilize individual hu- 
man creativity and creations for increasing the “national glory”. 


The ethnical and the national secret political organizations are not interested in the pub- 
lication and diffusion of these and other similar information. In the accomplishment of 
these interests, they endeavor to seize the respective copyrights with plagiary show trials 
carried out by the respective states on the basis of sham claims and evidences presented 
by their puppet specialists. The purpose of these trials is not only the punishment, hin- 
drance, dispossession and the falsification of the author, but also finally the deprivation 
of other humans of the access to these knowledge. The international and universal char- 
acter of the rights conferred through this book is meant among others to offer a means 
of ensuring the universal and perpetual availability of the knowledge contained by the 
books of the author. 


I caught them with my concept of ethnical or national secret political organization, and 
created this book in order for them to scientifically become historical subjects, and po- 
litically be thrown to the rubbish-heap of history. 


The ethnical and the national secret political organizations are perilous at least by 
virtue of their irresponsibility resulting from their secrecy, and consequently they should 
be outlawed expressly. A society should consist of only natural and juristic persons. 


The human rights violations 
should be internal affairs of the United States of Terra 
as a means of guaranteeing human rights 
and controlling the national secret political organizations. 


The national secret political organizations 
define, design, defend, promote and make their own versions of nations and states. 
MATEI Alexandru did not fit into the romanian national secret political organization’s 
version of romanian nation. 
In defending its “national security” from the citizens of its own state version, 
it qualified him as a “musk thistle”, [1, minute 1] threatened him with assassination, 
and hindered his professional development. 
Demand the human right 
for defining, designing, defending, promoting and making the nations and the states. 
Demand the expansion of democracy 
from the right of electing the governments 
to the right of choosing also the borders of the states. 
Then, there will occur no cases like that of MATEI Alexandru, 
as the humans shall live free, 
and shall not be uprooted and swept like “musk thistles”. 


Istvan ADORJAN 


THE CASE 
OF THE HUMANIST 
MATEI ALEXANDRU 
AT THE 
NATIONAL 
SECRET 
POLITICAL 
ORGANIZATIONS 


Scientific research 


Second edition, Istvan ADORJAN — 2022 


Contents 


POU W OLE  sacreiatcs tecarees exncirian Sunny fetete sigs Ricarsas css ettin oted ayaa diet casa peak aban ee ditataa te haga vacua ence Madge ettaaees 11 
1,The actor career OF MATET A lexandiih siccstrsces ersten autaaisisesatiauiar eis aa uateneeenamineianeta 15 
2. The pieces of cinematographic or dramatic art of MATEI Alexandru as personal secret political 
TCA a5 sedis hnnsd tet ocein ita faShe loans ta cnidaubactaee a Sctep baptist dun se tie tetee telah cediuntias ies ome canal aii acl dautag 61 
2.1. The film entitled “Ciulinii Baraganului” (The Musk Thistles of Baragan) of 1957 ....... eee 61 
2.2. The film entitled “Un suras in plina vara” (A Smile in Mid-Summer) of 1963 ..0..... cece eeeeeeeeeees 78 
2.3. The film entitled “Cartierul veseliei” (The Quarter of Merriness) Of 1964 00.0... eeeesecsteeeteeeees 97 
2.4. The film entitled “Rascoala” (The Uprising) Of 1965 .0.... eee eecccsscesseeeseeceeeceeeeeeceeeaeecsaeenseeeenes 111 
2.5. The film entitled “Neamul Soimarestilor” (The Kindred of the Soimaresti’s) of 1965 ................ 127 
2.6. The television film entitled “Oameni si soareci” (Of Mice and Men) of 1965 .............eeeeeeeeseeee 135 
2.7. The film entitled “Vremea zapezilor” (The Time of Snow) Of 1966 000... eee eeeeeeeeceeceeeeneeees 144 
2.8. The radio stage-play entitled “Undita” (The Fishing Rod) of 1966 00... eeeeeeseeneeereeeeeeeeees 152 
2.9. The radio stage-play entitled “De ziua nuntii” (For the Day of the Wedding) of 1966 ................ 153 
2.10. The television film entitled “Apus de soare” (Sunset) Of 1968 00... eececeseceseceeeeeeeeeseeeeteeeees 153 
2.11. The radio stage-play entitled “Hanu-Ancutei” (The Inn of Ancuta) Of 1968 .0..... eee eseeeeeees 158 
2.12. The radio stage-play entitled “Bicicleta din fata portii” (The Bicycle in front of the Gate) 

GEM OGG ait vuritates ta acteintg te can teses incerec tena ct nae erecaaan 8 ee Test aan iean ten etebse taal ae pee maa ennncenteulineeed 159 
2.13. The film entitled “Doi barbati pentru o moarte” (Two Men for One Death) of 1969 ................. 159 
2.14. The film entitled “Canarul si viscolul” (The Canary and the Snowstorm) of 1969 ................0 187 
2.15. The film entitled “Razboiul domnitelor” (The War of Princesses) Of 1970 .......eeceesceeeteeeeeeeeeee 200 
2.16. The film entitled “Facerea lumii” (The Creation of the World) Of 1971 oo... cece eeeeeeteeeteeeeees 223 
2.17. The television film entitled “Minunata pantofareasa” (The Wonderful Woman Shoemaker) 

OE V7 Tic ysicbacsend ate iagon sitec bls iasutieu dha voids ivntdina teysaataaiacancascbbaadebagivaeau lau nade se acticioeaass watiaden asa eosefumcinreveedé 235 
2.18. The film entitled “Ultimul cartus” (The Last Cartridge) Of 1973 oo... ceeecseestecsteceteceeeeeeneees 241 
2.19. The film entitled “Portile albastre ale orasului” (The Blue Gates of the Town) of 1973 ............ 250 
2.20. The radio stage-play entitled “Dimitrie CANTEMIR” Of 1973 oo... ce eeeesceeeceseeeeecesecneeeneeeeeees 266 
2.21. The film entitled “Conspiratia” (The Conspiration) Of 1974 oo... eceecseceteceeecseceeeseeeseeeeeeeees 267 
2.22. The film entitled “Elixirul tineretii” (The Elixir of Youth) of 1975 oo... ceeeeseeeeeeteeeeeeees 272 
2.23. The televised stage-play entitled “Doctor fara voie” (Doctor without Volition) of 1975 ........... 290 
2.24. The televised stage-play entitled “Comoara din deal” (The Treasure in the Hill) of 1975 ........ 292 
2.25. The film entitled “Alarma in delta” (Alarm in the Delta) Of 1976 0.0... ee ceceeeseceeeeeeeeeeneeeeeeeees 295 
2.26. The film entitled “Ultimele zile ale verii” (The Last Days of the Summer) of 1976 ................ 298 
2.27. The film entitled “Tufa de Venetia” (Bush of Venice) Of 1977 00... cecceesceesteceteceseceeeeeeeeeseeeees 312 
2.28. The television film entitled “Jucatorii de carti” (The Card-players) Of 1977 0.0... ceeeeeseeeteees 336 
2.29. The radio stage-play entitled “Niste tarani” (Some Peasants) Of 1977 00.0... eeeeeeeseceeeneeeneeeeeees 338 
2.30. The radio stage-play entitled “Autopsia unui accident” (The Autopsy of an Accident) 

OE ED 7 saa sain swcatnv asa wis ous van sted a ated pana eps dis irtea sa aera gee tut mma tend comms tna ceeaga toa ee Po peeas tnt ates 338 
2.31. The film entitled “Pentru patrie” (For Fatherland) of 1978 0... eeeeeeeeeeeseceseceeeenceeeeeseeeseenaee 341 
2.32. The film entitled “Ciocolata cu alune” (Whole Nut Chocolate) of 1978 .........c.ceessecssseeseseeeeees 352 
2.33. The radio stage-play entitled “Cymbeline” Of 1978 oo... eeeeseeeeeseeesecsseceeeeaeeeeeeseeesecsaeeneeeaee 362 
2.34. The radio stage-play entitled “Martin Eden” Of 1979 ooo... ee eeessecesecneeeceeeceeeesseesaecneeeneeeneeseees 363 
2.35. The radio stage-play entitled “33.333 de icosari si 33 de firfirici” (33,333 Piasters 

ATL BOSS OE RID i atie caeirscopasvceav recaetuaune sis insta ti.an fd Giesv nko Gelade si veal ait Gacapi ie kes ube naey pana esee bv onctyaaieunioe 364 
2.36. The film entitled “Dumbrava minunata” (The Wonderful Oak-wood) of 1980 ............ cece 365 


2.37. The television film entitled “Visul unei nopti de iarna” (The Dream of a Winter Night) 


CEG ate niccretaccte aus tones Aecanta at hieesceteGer ttctet, oitaniats aie aes teat ares woathats nats ait Neaetpe cise anouutedeta ene tedeaastOn 370 
2.38. The film entitled “Grabeste-te incet” (Hurry Slowly) of 1981 oo... eee ceeseeeteceeeceeeeeeneeeeeees 378 
2.39. The stage-play of 1971 and the television film of 1981 entitled “Jocul de-a vacanta” 

(Tlie Gane ih NV ACAT ION | cnc apc hee eel laden ideal te a ate ioe Area ian seca tet ac aae cave hd thebid 389 
2.40. The film entitled “Orgolii” (Prides) Of 1982 000... .esscesssssccssrcesrcsensscsscessccesscesessesceseccesscesnasens 396 
2.41. The film entitled “Femeia din Ursa Mare” (The Woman in the Great Bear) of 1982 ................ 410 
2.42. The television film entitled “Jocul ielelor” (The Dance of the Evil Elves) of 1982 ..............0.. 444 
2.43. The radio stage-play entitled “Floarea din prapastie” (The Flower in the Precipice) of 1983 ... 451 
2.44. The radio stage-play entitled “Eu, mostenitorul” (I, the Heir) of 1983 oe eee eeseeeeereeeeeees 452 
2.45. The film entitled “Muschetarii in vacanta” (The Musketeers in Vacation) of 1984... 454 
2.46. The television film entitled “Siciliana” (The Sicilian) of 1984 .0....... ee eeeecesseeesseeeesteeeeseeees 471 
2.47. The film entitled “Enigmele se explica in zori” (The Enigmas Are Explained at Dawn) 

(0) WS | 9M Leer redeenctrre pre rr Reb rarer en Pree v art ree fer preg rent CerTer Orr ar rect ier aver ett er tert prey ee ter errr eter ren rr en ere rene 475 
2.48. The television satiric moment entitled “Visul” (The Dream) ..............cccccssssecssecessseceesseeeeseeeenes 489 
2.49. The radio stage-play entitled “Cariera lui Vidran” (The Career of Vidran) of 1987 .................. 496 
2.50. The radio stage-play entitled “Padurea” (The Forest) Of 1987.00... eeeeseeseeseeeseceeeceeeeneeeneeeees 497 
2.51. The film entitled “Miss Litoral” (Miss Littoral) Of 1990 ....... eee ccessecesscecseccecsseeeceseseesseeeees 500 
2.52. The television film entitled “Zarurile sunt aruncate” (The Die Is Cast) of 1992 .......... eee 528 
2.53. The film entitled “Niki et Flo” (Niki and Flo) Of 2003 ........ cece cecscecsssseessseecesececseeeecsseeeesseeeesaes 544 
2.54. The film entitled “Weekend cu mama” (Weekend with My Mother) of 2009 1.0.0.0... cee ceeeeeseees 566 
FRETOLETICES “spac cnseseaesvanaca-cpdesae anasiastaeteasadvaed adechodssagetmna peaante vu eel aopansa seuseaueetaasanetertieaeusbudvdatescameredd ras 581 
Oher PUblCanOns aco seeche iene alee gee eee etal ee Sia eee ees 584 


10 


Foreword 


With this book, i reveal the hypothesized national secret political case of the romanian actor MATEI 
Alexandru [Read approximately: ma'teI Alek'sAndrv.] (1927-2014), [3] {Note: “MATEI Alexandru” is 
his theater name, chosen to be cursive. His real name is reversed: Alexandru MATEI. [6]} as a person 
chosen by the secret society termed by me “romanian national secret political organization” for utiliza- 
tion, backing or persecution, in the measure in which my research of his pieces of cinematographic or 
dramatic art made the revelation possible. As such, his case can be considered as being an evidence of 
the existence and actions of the romanian and other intervening national secret political organizations. 

MATE] Alexandru appears to have been a “genius incarnate” [4, minute 7] with a non-nationalist and 
humanist mentality discovered by the romanian national secret political organization, which was striv- 
ing to find out whether he “was of some use for something”, [5, minute 3] to utilize him for solving 
“extremely difficult problems” [5, minute 37] ultimately in the field of politics, in which it could have 
made out of him the greatest possible benefit for the romanian state and nation. Besides, there appears 
to also have been attempts of utilizing him by other national secret political organizations. However, 
MATEI Alexandru appears to have remained irresponsive to the respective national secret political pro- 
gramings and incitements, both during the communist and the relatively democratic historic periods in 
Romania of his life, he appears to have never engaged in another productive activity than acting, and 
never emigrated from Romania. Consequently, the relevance of his case primarily consists in not what 
he did, but what others did with him or relative to him. His merit presumably resides in not what he 
did, but what he did not, in that he became aware of the negative historical role of the national political 
secret societies in the manner and measure in which he had experienced and conceived them, of their 
implementing anti-humanist and anti-progressive policies, and refused to collaborate with and serve 
them despite their insistent programings and incitements in these directions, by this means contributing 
to incapacitating them from acting, because they regularly need front natural and artificial persons for 
means and concealments of their actions. 

A kind of secret society termed by me “ethnical or national secret political organization” — the de- 
velopment in my mind of the concept of which i describe with my book entitled “My Experiences Con- 
ditioning the Development of My Concept of Ethnical or National Secret Political Organization” of 
2020 — acts not only on its ethnic group or respectively nation, through its ethnical or respectively na- 
tional secret policy, but also deals with individuals, through its personal secret policies relative to those 
individuals, to utilize those qualified by it as utilizable as its concealing and serving fronts, to back 
those whose real or potential activity is considered by it beneficent, and to persecute those whose real 
or potential activity is considered by it dangerous for the ethnic group or respectively the nation. With 
the purpose of detecting such individuals as early as possible, it carries out a children social surveil- 
lance. 

The film career of MATEI Alexandru for the most part overlaps the communism in the history of Ro- 
mania. In that period, the open oppressive organ of the romanian communist party and state was the Se- 
curitate. [Read approximately: sekori'tAte.] He became a political prisoner for the first time on 6 janu- 
ary 1951, in connection with that his parents had been qualified as “kulaks”, on the basis of his “con- 
fession” [6] obtained by the Securitate. In march 1951, he had the trial, in which he was acquitted, ap- 
parently as a result of an “extraordinary” [6] pleading of his lawyer. In around the middle of 1952, he 
was again arrested “without a [legal] motive”, [6] and transferred to Moldavia. [Note: After 1945, Mol- 
davia has been the eastern region of Romania situated approximately between the crest of the Eastern 
Carpathians and the river Prut.] Having arrived there in the night, he managed to snatch the pistol of the 
securist [Note: In the romanian common language, “securist” was a widely spread word designating a 


11 


member of the Securitate.] supervising him loosely in his office, he pointed it at him, locked him into a 
room, and ran to the wood. He succeeded to escape, and “very seriously” [6] considered joining the 
anti-communist “partisans” [6] in the Carpathians. However, he decided to go to Bucharest, where his 
same lawyer advised him to surrender, which advice he followed. He was again arrested, and from july 
1952 spent in prison one year and a half. He was liberated as a result of the impact on the romanian 
communist state of the death of J. V. Stalin. His father was a liberal politician. His mother had been de- 
ported to Moldavia, and all the properties of his father had been confiscated. [6] Accordingly, he must 
have had a case at the Securitate. 

That, additionally, MATEI Alexandru had a case at the romanian and other national secret political 
organizations as well — in my conception manipulating in a manner and measure the national states, 
and operating one or more front parties each — is indicated by the type of communication to him — 
different from the type of communication used by the Securitate and other intelligence agencies — car- 
ried out through his films, which on the basis of this can be considered as means of the personal secret 
policies relative to MATEI Alexandru of the romanian and other national secret political organizations, 
and as such evidences of their existence and actions. 

After the second world war, and especially till 1962 — when there began a process of liberation of 
the political prisoners [3] preceding the repeal of the political crimes with the penal code of 1968 — the 
intellectuals manifesting different views than those of the communist regime were regularly arrested, 
sentenced and imprisoned, they became political prisoners, and many of them died during the long de- 
tention as a consequence of the more or less hidden regime of extermination applied to them. Under 
these political circumstances, and in spite of the fact that he also had been a political prisoner for a rela- 
tively short time, MATEI Alexandru succeeded not only in becoming an actor intellectual during the 
communism, but also in carrying out a relatively successful film career. Presumably, his case at the ro- 
manian and other national secret political organizations was a determinant factor in his being allowed 
to graduate, taking up an acting career generally, and being taken into a film career particularly. How- 
ever, while the political prisoners received a “re-education” in the prison, MATEI Alexandru had to re- 
ceive it through his films. 

MATE! Alexandru was a professed monarchist and anti-communist, which he mainly manifested in 
1947, when one night in his village Agas [Read approximately: 'agaf.] in Bacau [Read approximately: 
ba'k90.] county together with one of his friends he painted on every fence the slogan: “Down with the 
communism, which leads the world in error!” [6] However, even after the end of the communism in 
Romania on 22 december 1989, he appears not to have professed any particular political ideology. Tak- 
ing into account his initial familial environment, his anti-communism, and his status of political pris- 
oner in the early Romanian People’s Republic, it can be presumed that in the bottom of his soul he was 
an adept of the occidental democracy generally, and of liberalism particularly, as his father. Likewise, it 
refers to this also that for the most part with his films made in the communist Romania he was required 
to act characters integrated with and asserting the communist social order. This could be a manifesta- 
tion of the endeavor of the romanian national secret political organization to utilize him by re-program- 
ing him politically, carrying out on him a political spiritual engineering by brainwashing, re-education 
and indoctrination, making him a communist activist and leader. This personal secret political guideline 
was also expressed and programed with his stage roles required to be acted at the Bucharest National 
Theater [In the romanian language: Teatrul National Bucuresti.] of mayor of 1961 in the stage-play en- 
titled “Milionarii” [Read approximately: milio'nari. In the english language: The Millionaires.] by Ion 
ISTRATI, [Read approximately: jon is'trAti.] and of first secretary of 1975 in the televised stage-play 
entitled “Comoara din deal” [Read approximately: ko'moAra din deAl. In the english language: The 
Treasure in the Hill.] by Corneliu MARCU. [Read approximately: kor'nelivd 'mArko.] [3] 

There are information that the Securitate spared anti-communist persons investigated and qualified 
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by it as being “good romanians”. This means that there were national criteria prevailing over the ideo- 
logical ones, on the basis of which such persons could be spared for national reasons. As in itself the 
romanian communist state should not have tolerated anti-communist deeds, although apparently ap- 
plied by the Securitate, the application of the prevailing national criteria must have been a manifesta- 
tion of the existence and actions of the romanian national secret political organization controlling the 
romanian communist state particularly, and all the romanian states having existed in the course of his- 
tory generally. The fact that also MATEI Alexandru was spared, what is more he was allowed and even 
possibly backed to carry out a relatively successful film career can be presumed to have been owing to 
his having been qualified as a “good romanian” by the romanian national secret political organization. 
This presumption is corroborated by the fact that the film of MATEI Alexandru entitled “Cartierul 
veseliei” (The Quarter of Merriness) of 1964 utilizes the notion of “good romanian”. [7, minute 70] 

I came across the presumed national secret political case of MATEI Alexandru in 2017 during creat- 
ing my third book about the also humanist hungarian actress in Romania Elizabeth Adam — by her 
original name Erzsébet ADAM [Read approximately: 'er3e:bet 'a:da:m.] (1947-2014), one of his co- 
actresses in the film entitled “Doi barbati pentru o moarte” (Two Men for One Death) of 1969 — enti- 
tled “National Conspirations for Stifling Elizabeth Adam As a Terrestrial Extraterrestrial Historical Per- 
sonality”, when examining their above-mentioned common film as a presumed means of the personal 
secret policy relative to Elizabeth Adam of the romanian national secret political organization, and turn- 
ing my attention to that in it, similarly to the case of Elizabeth Adam, MATEI Alexandru also appeared 
as subjected to a personal secret policy relative to his person, besides his having been chosen for one of 
the romanian personal secret political husband candidates to Elizabeth Adam with that film. 

Otherwise, the film entitled “Doi barbati pentru o moarte” (Two Men for One Death) is the single 
film of the long, “rich”, and “fabulous” [6] film career of MATEI Alexandru, in which he received a 
leading role. However, because of its humanist message — in the formulation and conveyance of which 
the humanism of MATEI Alexandru also played a leading role — “it was interdicted immediately after 
the premiere, in 1970, and it has not been diffused on the romanian screens neither today. Meanwhile, it 
was shot with success in Hungary, Germany, Poland, USSR, and even Cuba, having received important 
prizes as well.” [43] 

Numerous films of MATEI Alexandru can be presumed to refer to what i termed “sexual continence” 
or “sexual inactivity” of his person. The single interview article dealing with his person and life which i 
found — an interview published in the electronic edition of the country-wide daily newspaper Adevarul 
[Read approximately: Ade'vorol. In the english language: The Truth.] of 22 december 2012, therefore 
at his age of around 85 years, when he “stood badly with the memory”, [6] and after that in all his rela- 
tively long life he appears to have been neglected in this respect — makes only vague references to the 
data of his family status and life before 1989, which are essential from the point of view of his pre- 
sumed case at the national secret political organizations. According to these, he had a wife before 1989, 
who presumably died relatively shortly after december 1989, then he re-married in 1992 with Paula 
MATEI. [Read approximately: 'pAUIA ma'teI.] From his former wife, he had children, from whom he 
had grandchildren. [6] Wikipedia confirms only data relative to Paula MATEI. Accordingly, for the pe- 
riod in which he was married before 1989, by the terms “sexual continence” and “sexual inactivity” i 
mean “extra-marital sexual continence” and “extra-marital sexual inactivity”. 

It is very difficult or practically impossible to establish facts about the ethnical and the national se- 
cret political organizations, because they regularly act in a manner concealed by front natural and artifi- 
cial persons. Under such circumstances, doing nothing, as if they did not exist and act, does not appear 
to be the best solution on the part of the science of history and politics. On the basis of the potential 
manifestations of their existence and actions, there can be formulated hypotheses about them, and so 
the only solution to this cognitive problem appears to be the building up of theories, namely the so- 
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termed “conspiracy theories”. The ethnical and the national secret political organizations must have 
known this well, and from their point of view the best solution must have been the discrediting of the 
word-group “conspiracy theory”. And just that is what they appear to have done: they have been dis- 
crediting that notion successfully. However, this does not appear to constitute a grounded motive for 
the science to remain inactive in this respect. This is the spirit in which this book particularly, and my 
books relative to the ethnical and the national secret political organizations generally, were created and 
written. 

I made use of the advantages of the electronic publication to include in this book as many relevant 
images as possible with the main purpose of increasing its scientific value by demonstrating the truth of 
the information formulated with words. With this second edition, i was under the necessity of doing 
without seven identified films of MATEI Alexandru. Accordingly, it can be expected that with the pro- 
curement and research of those films or of other pieces of dramatic art or credible “significant” [81, 
minute 3] sources of information there shall come out new, more complete editions of this book. 
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1. The actor career of MATEI Alexandru 


MATEI Alexandru as a “virtual opponent of the regime” [6] gave evidence of an extraordinary deter- 
mination to become an actor under the rule of that communist regime. He took up his university studies 
in the big town of Iasi [Read approximately: 'ja{j.] in 1948. His parents having already been qualified 
as “kulaks”, he could do it, and then finish the first year only by having falsely declared that his father 
was a miner. However, after that, due to the obligation of submitting a more detailed declaration, he 
could no longer hide his “kulak” social origin, was not admitted to the second year, and went to 
Bucharest, where he managed to continue his studies at the “I. L. Caragiale” [Read approximately: 
kaAraAd3i'Ale.] Theatrical and Cinematographic Institute, [In the romanian language: Institutul de Arta 
Teatrala si Cinematografica ,,I. L. Caragiale”.] having finished the second year. During the third year, in 
december 1950, his “unhealthy” social origin was denounced by a fellow-student, and he was cast out 
of the institute. After his short political-prisonership of 1951, he anew managed to continue his studies 
in Bucharest. Doing without the parental support, and having lost his “right for canteen”, [6] he had to 
also work, “in order to earn money for food”: [6] in the nights he unloaded potatoes from freight-cars at 
the Obor [Read approximately: o'bor.] Station. Then, the following year, he was again arrested, and 
could continue his studies only after having finished his second political-prisonership around the end of 
1953. He graduated in 1954. [6] 

The actor career of MATEI Alexandru extended to the stage, television, radio and the film. This re- 
search considers his films entitled: “Ciulinii Baraganului” (The Musk Thistles of Baragan) of 1957, [1, 
minutes 1 and 3] 
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“Un suras in plina vara” (A Smile in Mid-Summer) of 1963, [8, minutes 1 and 1] 
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“Cartierul veseliei” (The Quarter of Merriness) of 1964, [7, minutes 1 and 1] 
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“Rascoala” (The Uprising) of 1965, [2, minute 3] 





“Neamul Soimarestilor” (The Kindred of the Soimaresti’s), [31, minutes 1 and 2] 
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“Vremea zapezilor” (The Time of Snow) of 1966, [9, minute 1] 
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“Doi barbati pentru o moarte” (Two Men for One Death) of 1969, [10, minutes 1 and 1] 
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“Canarul si viscolul” (The Canary and the Snowstorm) of 1969, [11, minutes 69 and 69] 
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“Razboiul domnitelor” (The War of Princesses) of 1970, [12, minutes 1 and 5] 
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“Facerea lumii” (The Creation of the World) of 1971, [13, minutes 1 and 1] 
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“Ultimul cartus” (The Last Cartridge) of 1973, [14, minutes 1 and 85] 
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“Portile albastre ale orasului” (The Blue Gates of the Town) of 1973, [15, minutes 1 and 2] 
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“Conspiratia” (The Conspiration) of 1974, [16, minutes 1 and 81] 
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“Alarma in delta” (Alarm in the Delta) of 1976, [18, minutes 1 and 1] 
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“Ultimele zile ale verii” (The Last Days of the Summer) of 1976, [19, minutes 2 and 2] 
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“Tufa de Venetia” (Bush of Venice) of 1977, [20, minutes 1, 1, 1, 1, 1, 3, 60, 60 and 62] 
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“Pentru patrie” (For Fatherland) of 1978, [21, minute 10] 
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“Ciocolata cu alune” (Whole Nut Chocolate) of 1978, [5, minutes 1 and 2] 
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“Orgolii” (Prides) of 1982, [23, minutes 1 and 2] 
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“Enigmele se explica in zori” (The Enigmas Are Explained at Dawn) of 1987, [26, minutes 3 and 4] 
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“Miss Litoral” (Miss Littoral) of 1990, [27, minutes 1 and 1] 
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“Niki et Flo” (Niki and Flo) of 2003, [28, minutes 1 and 94] 


NIKI et FLO 





43 


Niki Ardelean 
Poucho Ardelean 


Florian Tuforu 


Doing Tuforyu 
Eugen Tufory 
Angelic Tulor 
Mihai Ardelean 
Wing Ardelean 


& pére divine 

16 mére dino 

Le beou-trére dirino 
Lo sasur d'wina 

Le témoin 

Lo marraine 


Le prétre 
Lo pharmocienne 
Le gérant de lirmmeuble 


44 


Victor Rebengiuc 
Coca Bloos 
Razvan Vasilescu 
Micoela Corocas 
Serban Paviu 
Dorina Chirac 
Marius Gélea 
Andreea Bibiti 


Constantin Ghenescu 
Aristito Diemandi 
Alexandru Bindeo 
Raiuco Penu 

ion Cheloru 
Ruxandro Sireteanu 


Motei Alexandru 
Magdo Catone 
Constantin Dragonescu 





and “Weekend cu mama” (Weekend with My Mother) of 2009: [3] [29, minutes 1 and 86] 
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“Apus de soare” (Sunset) of 1968, [51, minutes 1 and 58] 
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“Minunata pantofareasa” (The Wonderful Woman Shoemaker) of 1971, [59, minutes 1 and 52] 
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“Jucatorii de carti” (The Card-players) of 1977, [55, minutes 1 and 92] 
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“Visul unei nopti de iarna” (The Dream of a Winter Night) of 1980, [56, minutes 1 and 101] 
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“Jocul de-a vacanta” (The Game of Vacation) of 1981, [52, minutes 1 and 126] 
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“Jocul ielelor” (The Dance of the Evil Elves) of 1982, [58, Part I, minutes 3, 3, 3 and 48; Part II, 
minutes 2 and 53; Part IV, minutes 1 and 45] 
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“Siciliana” (The Sicilian) of 1984, [60, minutes 1 and 1] 
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and “Zarurile sunt aruncate” (The Die Is Cast) of 1992, [66, minutes 1 and 1] 
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his televised stage-plays entitled “Doctor fara voie” (Doctor without Volition) of 1975: [53, minutes 6 
and 75] 
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and “Comoara din deal” (The Treasure in the Hill) of 1975, [54, minutes 1 and 1] 
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his television satiric moments entitled “Cum s-a facut Grigore covrigel” (How Was Grigore Made a 
Small Pretzel) [73, minute 1] 
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and “Visul” (The Dream), [81, minutes 1 and 1] 
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as well as his radio stage-plays entitled “Undita” (The Fishing Rod) of 1966, “De ziua nuntii” (For the 
Day of the Wedding) of 1966, “Hanu-Ancutei” (The Inn of Ancuta) of 1968, “Bicicleta din fata portii” 
(The Bicycle in front of the Gate) of 1968, “Dimitrie CANTEMIR” of 1973, “Niste tarani” (Some 
Peasants) of 1977, “Autopsia unui accident” (The Autopsy of an Accident) of 1977, “Cymbeline” of 
1978, “Martin Eden” of 1979, “33.333 de icosari si 33 de firfirici” (33,333 Piasters and 33 Cents) of 
1979, “Floarea din prapastie” (The Flower in the Precipice) of 1983, “Eu, mostenitorul” (I, the Heir) of 
1983, “Cariera lui Vidran” (The Career of Vidran) of 1987 and “Padurea” (The Forest) of 1987. 
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2. The pieces of cinematographic or dramatic art of MATEI Alexandru 
as personal secret political means 


All the pieces of cinematographic or dramatic art of MATEI Alexandru appear to have been subordi- 
nated to his case, made with purposes relative to him, which prove the relatively great importance and 
attention given to his real and potential person and actions by the romanian national secret political or- 
ganization in particular, and other national secret political organizations in general, as well as the qual- 
ity of his pieces of cinematographic or dramatic art of means of the personal secret policies relative to 
his person of those national secret political organizations. In this way, these pieces of cinematographic 
or dramatic art create the possibility for the researchers “to manage to apprehend something of the se- 
crets of the god” [23, minute 71] of the romanians in particular, and of other peoples in general. 

Besides the aspects revealed under the points below, one of the aspects of the actor career of MATEI 
Alexandru which refers to the quality of his pieces of cinematographic or dramatic art of means of the 
personal secret policy relative to him of the romanian national secret political organization is the fact 
that all his medieval historic pieces of cinematographic or dramatic art, namely those entitled “Neamul 
Soimarestilor” (The Kindred of the Soimaresti’s) of 1965, his television film entitled “Apus de soare” 
(Sunset) of 1968, his film entitled “Razboiul domnitelor” (The War of Princesses) of 1970, and his 
radio stage-play entitled “Dimitrie CANTEMIR” of 1973 drew inspiration from the history and 
geography of Moldavia as his native land. The purpose of choosing moldavian themes for his these 
pieces of cinematographic or dramatic art was presumably to arouse or cultivate and reinforce his 
patriotic sentiments. 


2.1. The film entitled “Ciulinii Baraganului” 
(The Musk Thistles of Baragan) of 1957 


In the light of the qualification of MATEI Alexandru by the romanian national secret political organi- 
zation as being a person potentially dangerous to the romanian state and nation — or as he put it, a 
“virtual opponent of the regime” [6] — already the title of the film entitled “Ciulinii Baraganului” 
[Read approximately: t{o'lini bore'gAnoloj. In the english language: The Musk Thistles of Baragan. ] 
of 1957 can be construed as a metaphoric expression and programing of his this romanian national se- 
cret political status: “MATEI Alexandru is a musk thistle of Baragan, rubbish of the land, to be up- 
rooted and swept away by the ravaging tempest of the north wind.” [1, minute 4] [Note: Baragan is the 
part east of Bucharest of the Romanian Plain, situated between the Danube and the Southern 
Carpathian Mountains.] This construction is corroborated by that Baragan was the usual place of depor- 
tation in the Romanian People’s Republic between 1951 and 1964 [3] of the humans qualified as incon- 
venient or dangerous, to whom the national secret political status of “musk thistle” must have been cer- 
tainly likewise conferred. Therefore, the title of the film can be construed as a reference to the depor- 
tees generally, and MATEI Alexandru particularly. 

The presumed metaphoric romanian national secret political qualification and status of “musk 
thistle” [1, minute 1] — a plant “declared a noxious weed in many US states, Canadian provinces, 
South Africa, New Zealand, and Australia” [30] — presumably derives from a particularization of the 
more general notion of “weed” comprised in the poem of Vasile ALECSANDRI [Read approximately: 
vA'sile AleksAn'dri.] entitled “Hora Unirii” [Read approximately: ‘hora u'niri. In the english language: 
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The Hora of the Union.] of 1856 — presumably ordered by the romanian national secret political orga- 
nization — which was raised to the rank of lyrics of the song of the hora [Note: A romanian popular 
ring dance.] and the unofficial anthem [30] of the romanian national union of 1859, the union of Wal- 
lachia and Moldavia having been the first major act of constituting the romanian nation and national 
state. This notion was utilized also by the american Illuminati, termed by me “american national secret 
political organization”, for the creation of the national secret political qualification and status of “weed 
poisoning the useful plants in the garden”, [32, minute 55] conferred presumably to the american ac- 
tress Marilyn Monroe (1926-1962). Further, the american Illuminati also created the national secret po- 
litical qualification and status of “mess”, [33, minute 102] conferred to the american actress Sharon 
Tate (1943-1969). The lyrics of the hora of the romanian national union also reveals the national secret 
policy pursued by the national secret political organizations in general towards the individuals qualified 
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by them as “musk thistles”, “weeds”, “messes”, and similar others: 


“May the weeds in the lands perish, 
May the enmity in the country perish ...” [30] 


And indeed: while MATEI Alexandru as “the most enemy element in the Theater” [6] and “musk this- 
tle” succeeded in physically surviving on the romanian national “lands” till the age of around 86 years 
— presumably owing to maintaining his actions within the limits of acting, and accepting the relative 
material and professional poverty running with the secondary film roles accorded him — the “weed” 
Marilyn Monroe and the “mess” Sharon Tate had to “perish in the lands” of the United States of Amer- 
ica already at the age of 36, and respectively 26 years. 

From the point of view of the presumed national secret political case of MATEI Alexandru, this film 
can be construed as having been a formulation of the approximate personal secret political warning 
programing message to MATEI Alexandru: “If you use your relatively outstanding social condition of 
actor generally, and film actor particularly, for acting against the romanian state and its authorities, you 
shall be turned out from that position, shall be under the necessity of moving to the country, or shall be 
deported to Baragan, shall become a peasant, and finally you shall die in your real life, like “Tanase’ 
[Read approximately: ta'nAse.] or the father of ‘Matache’ [Read approximately: mA‘tAke.] in this film.” 
Therefore, the leading character “Matache” represents a fabricated path of life of the potential son of 
MATE! Alexandru, while the paths of life of his father and the peasant character “Tanase” represent 
two conditional fabricated paths of life of MATEI Alexandru himself, both meant to deter him from at- 
titudes and actions “enemy” [6] to the romanian national-communist state. On the basis of this, it can 
be presumed that the long and rich film career of MATEI Alexandru was the price which the romanian 
national secret political organization manipulating the authorities of the romanian communist state de- 
cided to pay in accomplishing its interest of preventing him from having anti-communist manifesta- 
tions. 


62 


As regards the film-chronologically first path of life of MATEI Alexandru fabricated by the romanian 
national secret political organization, the leading character “Matache” is the son of a poor peasant cou- 
ple living in a village in Baragan, [1, minute 11] 





planning to sell their reserve of salt-fish, and from the earned money to move to Bucharest. For this 
reason, they buy a puny horse and a shaky caravan. But he soon loses her mother, because the doctor 
failed to visit her: [1, minute 15] 
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“Matache” and his father still try to carry out their plan, but on their way the horse perishes: [1, minute 
26] 





then his father suddenly decides to destroy the caravan, as he was no longer willing to trail it: [1, min- 
utes 26 and 27] 
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Finally, the father having been sent to steal reed, but he is caught by the keepers, and in his attempt to 
run away he is shot dead. It may be “significant” [81, minute 3] that the actor acting him resembles 
MATE! Alexandru in facial expression, presumably in order to program that the path of life acted by 
him represents a potential path of life of MATEI Alexandru. 

As regards the second path of life of MATEI Alexandru — according to the film chronology, but pre- 
sumably the first path of life according to the life chronology — fabricated by the romanian national 
secret political organization, “Tanase” plans to murder the boyar, [Note: Landlord in the Romania of 
1907.] because on the account of his relatively unclearable debts to him he forced him to marry one of 
his maidservants become pregnant from him. Such an opportunity arises when together with other forty 
peasants he participates in a wolf-hunt: [1, minutes 80 and 81] 
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After all, he reports himself in order to save the lives of the other forty peasants. At the manor-house, 
he is killed, then his corpse is thrown down from a horsed carriage in the village for deterrence: [1, 
minutes 91 and 91] 
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MATEI Alexandru — being presumably visible in the middle of the frame below — was presumably 
present at this scene, standing in the crowd of peasants looking on the lifeless body of “Tanase”: [1, 
minute 92] 
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It can be presumed that on the frame below MATEI Alexandru or a facial double of his presented be- 
tween “Tanase” and his forced wife, formulated the approximate programing message: “The path of 
life of the character ‘Tanase’ represents a potential path of life of MATEI Alexandru”: [1, minute 84] 





It is characteristic that the above presumed personal secret political warning message was formulated 
and communicated to Matei Alexandru in 1957, namely in the first three years of his acting career, and 
with his very first film. 

In a subsequent scene, the mother of “Tanase” bewails for him by singing a song: [1, minute 100] 
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“As if i had known it, 

I would no more have been born. 

If i had known it, 

I wouldn’t have you bore.” [1, minute 99] 


These lines can be construed as expressing and programing the guideline of the national secret policy 
of the romanian national secret political organization particularly, and the guideline of the ethnical or 
national secret policies of the ethnical and respectively the national secret political organizations gener- 
ally, that the birth of individuals like MATEI Alexandru — the conception of the romanian national se- 
cret political organization is represented in the film partially by the character “Tanase” — and even the 
birth of their parents, are undesirable for them. This construction is corroborated by that the film stress- 
edly asserts just the above lines of the song. 

The film deployed a considerable number of actors and extras resembling MATEI Alexandru, some- 
times placed beside each other, by so doing stressing the romanian ethnical specificity of his facial ex- 
pression and fading his personality, which in conjunction with his secondary role poor in words makes 
his identification relatively difficult: [1, minutes 78, 81, 81, 82, 84, 86, 86, 91, 92, 93, 94, 102, and 102] 
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The film ends with the boy “Matache”, as the presumed potential son of MATEI Alexandru, having 
survived both the death of his parents and the repression of the uprising, going alone towards the unsur- 
veyable deserted tract of Baragan, constituting the place of his near fabricated future: [1, minutes 105 
and 106] 
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2.2. The film entitled “Un suras in plina vara” (A Smile in Mid-Summer) of 1963 


The film of MATEI Alexandru entitled “Un surds in plind vara” [Read approximately: un sU'ris in 
‘plino 'vAra. In the english language: A Smile in Mid-Summer.] of 1963 constitutes a means of the ro- 
manian communist political propaganda undervaluing and ridiculing the individual economic initiative 
as compared to the co-operative collective economic initiative, under the circumstances of the collec- 
tivization of the agriculture being in progress at the time of shooting the film in the Romanian People’s 
Republic, presumably meant to brainwash, re-educate and indoctrinate MATEI Alexandru with the 
communist ideology. 

The character having individual initiative is “Fanita”, [Read approximately: fe'nitsa.] acted by Se- 
bastian PAPATANI, [Read approximately: sebAs'tiAn pApA'jAni.] who returns home after four years of 
performing different temporary economic activities “in the whole country”. [8, minute 10] With his be- 
ing related with an ass already from the very beginning of the film, there was presumably programed 
approximately: “Fanita is a jackass, and his individual initiative is jackassery”: [8, minutes 1, 2, 3, 3, 
49, 54 and 84] 
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This can be construed as a reference to the “capitalist” mentality and ideology of MATEI Alexandru, 
known by the romanian national secret political organization, having programed approximately: 
“MATEI Alexandru as a capitalist is a jackass.” This qualification of MATEI Alexandru had already 
been already made, together with his presumed qualification of “musk thistle”, [1, minute 1] with his 
film entitled “Ciulinii Baraganului” (The Musk Thistles of Baragan) of 1957, because the literal trans- 
lation into english of a romanian provincialism of the musk thistle is “maize of the ass”.[36] In this 
way, the presumptions relative to the qualifications of “musk thistle” and “jackass” corroborate each 
other. 
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It is characteristic that there were related with an ass also Elizabeth Adam photographically in 1982 
in the zoological garden in Sidney, Australia, by the australian english national secret political organi- 
zation, [Note: See my book entitled “Elizabeth Adam As Wild Rose Message of National Marginaliza- 
tion”.] [34, p. XX] 
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and presumably also my person, through the character “Pacala” of the film of Elizabeth Adam entitled 
“Pacala se intoarce” [Read approximately: po'kalo se im'toartfe. In the english language: Joker Re- 
turns.] of 2006 — presumably inspired by my returning to Romania from Austria in 1991, Belgium in 
1992, and Hungary in 2001 and 2004, under the circumstance of my expected personal relation with 
Elizabeth Adam, presumption corroborated by the surname of the actor Denis STEFAN acting 
“Pacala”, [3] constituting the romanian equivalent of my first name [Note: See my book entitled “Na- 
tional Conspirations for Stifling Elizabeth Adam As a Terrestrial Extraterrestrial Historical 
Personality”.] — by the romanian national secret political organization: [35, minute 1] 
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And it is not of secondary importance that the actor Sebastian PAPAIANI — who acted the character 
“Fanita” in this film of MATEI Alexandru — would act the character “Pacala” in the film entitled “Pa- 
cala” (Joker) of 1974. [3] This can be construed as a prolongation in time of the interest and propa- 
ganda of the romanian national secret political organization of ridiculing and programing not taking se- 
riously the personality, as well as the real or potential attitudes and actions of MATEI Alexandru. 
{Note: Already the character “Fanita” of 1963 can be presumed to refer also to my person, because the 
name “Fanita” is a nicknamed form of the romanian equivalent of my first name “Istvan”, [Read ap- 
proximately: 'iftva:n.] and in 1963, at the age of around three years, i could already have been detected 
or established — on the basis of the information possessed about my parents and grandparents — by 
the children social surveillance of the romanian national secret political organization as a potentially in- 
convenient or dangerous individual. This indicates the unity of the personal secret policies elaborated 
by the national secret political organizations for the persons qualified by them as inconvenient or dan- 
gerous. } 

In this film, MATEI Alexandru was required to act a character member of a Collective Agricultural 
Farm [In the romanian language: Gospodarie Agricola Colectiva.] by name “Colae”. [Read approxi- 
mately: ko'lale.] He was related with “Fanita” as soon as he had arrived home, presumably in order to 
have programed approximately: “The personality and actions of the character ‘Fanita’ represent the po- 
tential hidden personality and secretly wanted actions of MATEI Alexandru”: [8, minutes 16, 16 and 
17] 
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Then, MATEI Alexandru was required to discuss in contradictory with “Fanita”, as his own potential 
hidden personality, about his intended economic activity: when “Fanita” says that he has some com- 
mercial ideas, MATEI Alexandru combats him with the sentence: “Have you gone mad?!”, [8, minute 


19] by this means he being required not only to deny his own economic principles, but also to self-pro - 
gram his own “madness”: [8, minutes 19 and 19] 
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The self-programing of “madness” is recurring from the film entitled “Ciulinii Baraganului” (The 
Musk Thistles of Baragan) of 1957, in which a peasant character having talked about seizing and shar- 
ing out land to the peasants MATEI Alexandru as another peasant remarks: “Are you mad?!” [1, minute 
79] 

The girl-friend of “Fanita”, “Viorica”, [Read approximately: vio'rikA.] qualifies the individual initia- 
tive as “childishness, because one cannot live like that”. [8, minute 27] However, he does not let him- 
self influenced. He tries selling mirrors, [8, minute 28] 
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doughnuts, [8, minute 35] 
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gathering mushrooms, [8, minute 54] 





which, however, was undervalued by the propaganda with presenting the mushroom culture of the 
farm: [8, minute 59] 
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During selling doughnuts, MATEI Alexandru was required to approach “Fanita”, and on-screen im- 
mediately after him another person draws near him, saying: “You Fanita! To us are you selling dough- 
nuts?!”: [8, minutes 36 and 37] 





These scenes can be construed as having formulated a programing message to MATEI Alexandru: [to 
sell doughnuts = a vinde gogosi (romanian) = to tell fibs, namely decoded approximately: “To us do 
you propose capitalist ideological lies?!” This presumably reflects the reaction of the romanian national 
secret political organization to certain “fib-telling” real-life attitudes or actions of MATEI Alexandru of 
asserting occidental democratic ideological ideas. 
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“Viorica” sticks to “Fanita” very much, she even reverses the role of women in the men-women rela- 
tions by courting him, [8, minute 42] 





Construing the character “Fanita” as partly reflecting the real personality of MATEI Alexandru, this at- 
titude of “Viorica” can be construed as reflecting the guideline of the personal secret policy relative to 
MATE! Alexandru of the romanian national secret political organization of further integrating him with 
the romanian state and “nation” with a marriage, and his procreating children hopefully utilizable by 
education. Accordingly, MATEI Alexandru did not regularly deal with women sexually, he was difficult 
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in his relation to women, and women could not have access to him easily, which features corroborate 
his presumed quality of “genius incarnate”. [4, minute 7] This presumed sexual aspect of the personal- 
ity of MATEI Alexandru is in keeping with the presumption that the leading character of his film enti- 
tled “Ciulinii Baraganului” (The Musk Thistles of Baragan) of 1957, the boy “Matache”, has repre- 
sented his potential son wanted and expected by the romanian national secret political organization for 
possible utilization. 

The superiority of the collective initiative was still propagandized with scenes relating the assets of 
“Fanita” with those of some collective farms or their members: [8, minutes 39, 40, 59 and 73] 
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The propaganda became increasingly forced when the sows of “Fanita” bear only a single piglet 
each: [8, minutes 53, 53 and 54] 
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and his brother “Petrica” [Read approximately: pet'rike.] acted by Dem RADULESCU [Read approxi- 
mately: dem radv'leskv.] ridicules it: [8, minutes 54 and 54] 
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On the basis of this, it can be presumed that the romanian national secret political organization had 
found in MATEI Alexandru a “genius incarnate”, [4, minute 7] and the final purpose of having him 
taken into a film career, and utilizing his films for his communist ideological brainwashing, re-educa- 
tion and indoctrination was to take advantage of his talent in the domain of government by making of 
him a communist political leader. This presumption is corroborated by that during his driving the cart 
the president of the collective farm tells him a potential personal secret political programing message 
which can be construed as delivered in the implementation of the leader-making guideline of the per- 
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sonal secret policy relative to MATEI Alexandru of the romanian national secret political organization: 
“Drive slowly, don’t run. [Because, there is] that saying: with patience become the mulberry leaves 
silk.” [8, minute 32] 

In a new discussion had with “Fanita”, namely with himself, [8, minute 32] 





in his brainwashing, re-education and indoctrination, MATEI Alexandru was required to say him: “You 
want to do merchandise, in order to become a kulak, to make a fortune ... Only that, fortune is not what 
you believe it is. The big fortune is to be a human, sound in mind, to live well, to be on good terms 
with the humans. That’s it.” [8, minute 34] 

“The little one will leave,” is saying “Petrica” to the president of the farm, “he doesn’t joke. ... 
Maybe, we shouldn’t have taken him to task like that. ... The human is a human. He would be stupid, 
but he is our stupid.” “Go to him,” is saying the president, “and give him to understand mercifully, tell 
him that we still trust him. And there is the saying: waters come to their bed, and humans to their type.” 
[8, minute 81-82] Construed on MATEI Alexandru, these sentences reveal that the romanian national 
secret political organization considered him a “brother” — both “Fanita” and “Petrica” are his brothers 
— but a “little” one, who had not grown into the “maturity” of the romanian national-communism yet. 
It was concerned about not only the possibility that he would engage in anti-communist actions — as it 
had it expressed and programed with the film entitled “Ciulinii Baraganului” (The Musk Thistles of 
Baragan) of 1957 — but also that he would emigrate from the Romanian People’s Republic because of 
his “capitalist” mentality and ideology. With this film, it “took him to task”, but doubted the efficiency 
of the action. It considered him a human, in the sense that he was not nationalist, but humanist. Owing 
to that his “national consciousness” was deficient as compared to the requirements of the romanian na- 
tional-communism promoted with the Romanian People’s Republic, and his communist consciousness 
lacked, it did not consider him “sound in mind”, [8, minute 34] but a “blind mind seeing only his court- 
yard”. [8, minute 85] In spite of the fact, it qualified him as a “good romanian”, [7, minute 70] and ac- 
cordingly it “still trusted him”, hoped that he would not emigrate, but “come to his type”, and primarily 
as a result of the brainwashing, re-education and indoctrination carried out with his films, the saying 
“with patience become the mulberry leaves silk”, [8, minute 32] which had been programed to him 
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with this film, would be fulfilled by him, namely he would grow into the romanian national-communist 
mentality and ideology, and become useful for it as a leader of the romanian communist party and state. 


2.3. The film entitled “Cartierul veseliei” (The Quarter of Merriness) of 1964 


With the film entitled “Cartierul veseliei” [Read approximately: karti'erOl vese'lieI. In the english 
language: The Quarter of Merriness.] of 1964, MATEI Alexandru was required to act a communist 
trade-union leader by surname “Barbu”, [Read approximately: 'bArbu.] who “asked the management to 
take the explosive out of the factory”: [7, minute 20] 








His this role corroborates the presumption that the romanian national secret political organization en- 
deavored to make him a communist leader. 
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The film programed the ideas of love and marriage — presumably in the implementation of the mar- 
riage guideline of the personal secret policy relative to MATEI Alexandru of the romanian national se- 
cret political organization — with clips which associate the courting of “Lia” [Read approximately: 


‘liA.] by “Dima” [Read approximately: 'dimA.] with a wedding, after having viewed a film by all ina 
cinema: [7, minutes 2, 2, 3, 3, 4, 4 and 4] 
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It is “significant” [81, minute 3] that both the bride, acted presumably by Gina PATRICHI, [Read ap- 
proximately: 'd3ina paAt'riki.] [3] and “Lia”, acted by Maria Clara SEBOK, [Read approximately: 
mATiA 'klara ‘feba:k.] [3] are “big-eyed”, [20, minute 40] a physical feature which appears to have 
been a major criterion in choosing the personal secret political wife candidates of MATEI Alexandru. 
This refers to that the romanian national secret political organization knew — from its information 
about the extraterrestrial human races — that wisdom is directly proportional to the bigness of the eyes, 
and its purpose was that the children of MATEI Alexandru were the wisest possible. 
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At the factory, there occurs an explosion, and many workers die. The management ask the relatives 
to sign an indemnity contract not specifying the sum of money. MATEI Alexandru as “Barbu” was 
placed in an “anti-capitalist” position when reproachingly and rebukingly asking the son of a master: 
“Why have you signed that swinishness?!”: [7, minute 30] 





With this scene, MATEI Alexandru was related with the actor Ilarion CIOBANU, [Read approxi- 
mately: ila'rion t{o'bAnv.] who according to my presumption had also been chosen by the romanian na- 
tional secret political organization, but only for utilization, as he was nationalist and communist or po- 
litically conformist, these having been expressed and programed with that unlike his mother he signed 
the indemnity contract, and earlier unlike and despite the disposition of his father he continued work- 
ing, all because he “needed money”. [7, minute 21] In this respect, the relating was presumably meant 
to give an example of “utility” to MATEI Alexandru in his brainwashing, re-education and indoctrina- 
tion. 
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MATEI Alexandru as “Barbu” was required to participate at an underground communist social, con- 
cealed as an “artistic reading meeting”, [7, minute 63] 





where he had to listen to the poem of Mihai EMINESCU [Read approximately: mi'hal emi'nesku.] enti- 
tled “Imparat si proletar”, [Read approximately: impo'rat fi prole'tar. In the english language: Emperor 
and Proletarian.] with communist ideological contents, recited in a loud voice by a chorus of young 
people, [7, minute 63] 
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with a particular stress on the lines below, before the police intervened: 


“Destroy the cruel and unjust system, 

Which divides the world into miserable and rich. 

When after death no reward is in store for you, 

Make it that in this world there have a just share 

Equal everyone, and we may live like brothers.” [7, minute 63] 


The last line points out the ideological significance of that in his film entitled “Un suras in plina 
vara” (A Smile in Mid-Summer) of 1963 MATEI Alexandru as “Colae” has two brothers, with one of 
whom, “Petrica”, he lives in the same house, and works in the same collective farm, “like brothers”, 
and the second one, “Fanita”, he tries to persuade of doing the same: [8, minute 64] 





104 


From the point of view of the notion of “emperor” of the title of the above piece of poetry, it may be 
“significant” [81, minute 3] the fact that in the film entitled “Un surds in plind vara” (A Smile in Mid- 
Summer) of 1963 “Fanita” says: “At home, at myself, i am an emperor,” [8, minute 27] and he is 
named “emperor” with the sentence: “Behold, brothers! There comes the emperor!”: [8, minutes 44 and 
44] 
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then also MATEI Alexandru names him — namely himself — “emperor” twice. [8, minute 64] This 
further corroborates the presumption that the character “Fanita” was inspired by the personal secret po- 
litical need of and meant for shaping the personality of MATEI Alexandru. 

A number of youth are arrested. The inspector threatens them with imprisonment, but finally have 
mercy on them, saying: “I tell you this as a good romanian”: [7, minute 70] 





é = x. * 


This can be presumed to be a reference to that the romanian national secret political organization had 
qualified MATEI Alexandru as a “good romanian”, and this is the main reason why he could avoid a 
long imprisonment, and instead carry out a relatively successful acting career. This presumption is cor- 
roborated by that the actor having acted the inspector resembles in facial expression MATEI Alexandru: 
[7, minutes 101 and 97] 
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In the second scene of relating him with Ilarion CIOBANU, MATEI Alexandru says him: “What is 
the matter with you?! As if it does not come in to me to believe that you are the son of uncle 
Gheorghe”: [7, minute 88] 





On the basis of this, it can be presumed that the purpose of the romanian national secret political orga- 
nization with this relating was to make MATEI Alexandru a top-rank actor like Ilarion CIOBANU, and 
by this means he became very different from his father, with whom he had been a political prisoner at 
the beginning of the past decade. 

While with his film entitled “Ciulinii Baraganului” (The Musk Thistles of Baragan) of 1957 MATEI 
Alexandru had been deterred from struggling against the state, in a speech delivered on the occasion of 
a strike, he as the communist trade-union leader “Barbu” was required to say: “We will continue the 
struggle till the full victory!”: [7, minute 92] 
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The relationship of “Lia” and “Dima” develops, and results in a child, which constitutes the last pro- 
graming message of the film, presumably addressed to MATEI Alexandru: [7, minutes 51, 77, 81, 82 
and 114] 
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2.4. The film entitled “Rascoala” (The Uprising) of 1965 


The film entitled “Rascoala” [Read approximately: ras'koAlA. In the english language: The Upris- 
ing.] of 1965 repeats under the aspect of the uprising of 1907 in Romania the theme of the film entitled 
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“Ciulinii Baraganului” (The Musk Thistles of Bardgan) of 1957. However, in this film MATEI Alexan- 
dru was required to act the role of a leading character of the uprising by name “Serafim MOGOS”, 
[Read approximately: sera'fim 'mogof.] [3] what anew corroborates the presumption that the romanian 
national secret political organization endeavored to make him a communist leader. 

“Serafim MOGOS” is a peasant who occupies one of the posts of “keeper at the barns”. [2, minute 
10] Being investigated for a theft of maize, on-screen the sergeant maltreats other two persons, but hits 
him only off-screen, this presumably reflecting the relative non-violent attitude towards MATEI 
Alexandru of the Securitate controlled by the romanian national secret political organization: [2, minute 
11] 





112 


The position of the Eastern Church in the Romania of 1906: the boyar makes a deep bow to the 
priest: [2, minute 15] 





The boyar passes by a group of peasants. After having gone away, MATEI Alexandru as “Serafim 
MOGOS” reproachingly says them: “Well, what have we done, good men?! The chief is killing us, and 
we do not have the courage to tell him a word?!”: [2, minutes 16, 15 and 16] 
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MATEI Alexandru as “Serafim MOGOS” was related with a boy, by this means the film presumably 
having programed him the need of the romanian national secret political organization for his own boy: 
[2, minute 42] 
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MATEI Alexandru as “Serafim MOGOS” was required to lead a group of peasants to the manor- 
house to ask the “madam” to sell them land: [2, minutes 43 and 44] 
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After having been refused, they go to a politician, who promises them to “defend their interests”: [2, 
minute 47] 





With this film, MATEI Alexandru was also related with Ilarion CIOBANU, presumably as the 
paragon chosen by the romanian national secret political organization to be followed by him, not only 
in acting, but also in nationalism and communism or political conformism: [2, minutes 48 and 49] 
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MATEI Alexandru as “Serafim MOGOS” intends to defend a peasant maltreated by a gendarme: [2, 
minute 51] 





Then, on the train, Ilarion CIOBANU as “Petre” [Read approximately: 'petre.] having read out of a 
newspaper: “The villages revolted, and set fire to ...”, MATEI Alexandru as “Serafim MOGOS” re- 
marks: “So, so. Instead of them, i would take up an axe ...”, whereupon a peasant puts in a flabber- 
gasted tone: “Shut up, you, Serafim! Shut up!” [2, minute 52] 
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MATEI Alexandru as “Serafim MOGOS” initiates going to the boyar: [2, minute 56] 





There, he was further related with Ilarion CIOBANU: [2, minute 57] 
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MATEI Alexandru as “Serafim MOGOS” says: “We'd better set fire to them”: [2, minute 65] 





The lord lieutenant comes to the village to calm the peasants. Ilarion CIOBANU as “Petre” interrupts 
him in his speech in a protesting manner, a gendarme silences him, whereupon MATEI Alexandru as 
“Serafim MOGOS” comes to defend him, and the gendarme points his rifle at him for a moment, what 
may reflect the intention of the romanian national secret political organization to assassinate him if he 
had done the same with the communist regime: [2, minutes 67, 67 and 67] 
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During the uprising, MATEI Alexandru as “Serafim MOGOS” slaps the face of the gendarme having 
had the habit of “beating the humans”, [2, minute 72] after that the rest of the peasants beat him, take 
his rifle, and chase him away: [2, minutes 72, 72, 73 and 73] 





121 





That the rifle gets into the hands of MATEI Alexandru as “Serafim MOGOS” can be presumed to have 
been a reference to the episode of his real life when in 1952, at the beginning of his second political- 
prisonership, he had managed to snatch the pistol of the Securitate officer guarding him. This reference 
is recurring from the film entitled “Ciulinii Baraganului” (The Musk Thistles of Baragan) of 1957 — 
which also deals with the peasant uprising of 1907 — in which during a discussion about a wolf-hunt 
MATEI Alexandru as a peasant remarks relative to the boyar: “He will not give guns in their hands,” [1, 
minute 79] but after all he will. 
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The peasants go to the boyar, because “there is an order from the voivod to take his lands”, [2, 
minute 81] but he refuses them. MATEI Alexandru as “Serafim MOGOS” comes to high words with 
the boyar, who names him “robber”, and asks him to get out of his courtyard immediately. He disobeys 
him ostentatiously, whereupon the boyar takes a gun, and summons him to get out, but he continues to 
disobey him. At this time, the boyar shoots him in the face: [2, minutes 80, 81, 81, 81, 81 and 82] 
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This scene may also reflect the interest of the romanian national secret political organization to assassi- 
nate MATEI Alexandru under certain concealing circumstances, such as his protest in matters concern- 
ing the communist regime, his attitudes or actions detaching himself from his respective community, or 
his getting into a personal conflict with a person of the communist authorities. 

This film resembles the film of MATEI Alexandru entitled “Ciulinii Baraganului” (The Musk This- 
tles of Baragan) of 1957 not only in theme, but also in end — while MATEI Alexandru as “Serafim 
MOGOS” did not survive the uprising, a boy is going alone towards the unsurveyable deserted tract of 
Baragan — and potential metaphoric message — on the plain around him there are visible the corpses 
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of peasants shot by the troops called out to repress the uprising looking like musk thistles, having pro- 
gramed approximately: “All who rebel against the existing regime are musk thistles”: [2, minutes 103, 
104 and 104] 
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2.5. The film entitled “Neamul Soimarestilor” 
(The Kindred of the Soimaresti’s) of 1965 


In the film entitled “Neamul Soimarestilor” [Read approximately: 'neAmol foimo'reftilor. In the eng- 
lish language: The Kindred of the Soimaresti’s.] of 1965, MATEI Alexandru was required to act the 
role of a boyar [31, minutes 86 and 89] 
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the mother of the former dominator of Moldavia, {Note: At that time, Moldavia was a state formation 
approximately comprising the eastern region of the present Romania with the same name, and the 
present state of Moldavia, the former soviet Moldavia. Till 1859 it was a separate state.} Constantin 
MOVILA, [Read approximately: konstan'tin mo'vila.] who in 1612 fled to Podolia, because by the 
help of the turks his son had been replaced with the dominator Stefan TOMSA II. [Read approximately: 
fte'fan 'tomfa.] [3] [31, minute 80] 





With this film, the romanian national secret political organization appears to have programed an ad- 
ditional reason of sparing MATEI Alexandru. His this role of a refugee boyar opposing the sceptered 
dominator of Moldavia substantiates the presumption that he was considered by the romanian national 
secret political organization a potential non-communist political leader of Romania. This presumption 
is further corroborated by his presumed being named “emperor” [8, minute 64] through the character 
“Fanita” of his film entitled “Un surds in plina vara” (A Smile in Mid-Summer) of 1963, and his as 
“Barbu’s” listening to the poem entitled “Imparat si proletar” (Emperor and Proletarian) in the film en- 
titled “Cartierul veseliei” (The Quarter of Merriness) of 1964. The romanian national secret political or- 
ganization must and appears to have known that the communist regime particularly, and any regime 
generally were not eternal, once they would cease to exist. Its this consciousness is expressed by this 
film with the relatively quick two dominator changes generally, and particularly with the scene in 
which the tatar khan says the defeated and overthrown dominator Stefan TOMSA II sitting depressed 
on the bank of a river: “That’s what wars are, your honor. You’!l gather money, and we will return. To- 
morrow, you’ ll rise again, then others, and so on, like the water”: [31, minute 116] 
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Therefore, the romanian national secret political organization must and appears to have known also that 
although the political systems of the romanian state were changing, the romanian people always re- 
mained and had to remain, and therefore there was a permanent potential need for new political leaders 
to ensure and better the existence of the romanian people. Under these circumstances, and after having 
qualified him as a “good romanian”, [7, minute 70] it appears to have decided not only to spare MATEI 
Alexandru, but also to ensure him a film career, with the purpose of utilizing him politically, primarily 
in communism, but at least possibly in the political era to follow. 

Vasile BOGHITA [Read approximately: va'sile bo'ghitsa.] as the army captain “Tudor SOIMARU”, 
[Read approximately: 'todor Soj'maro.] [3] one of the leading characters of the film, [31, minute 25] 
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is of moldavian origin, in the greatest part of his life he “peregrinated” [31, minute 26] beyond the bor- 
ders of Moldavia, “roamed over the world”, [31, minute 23] and “the women did not halt him too 
much”. [31, minute 27] MATEI Alexandru also was of moldavian origin — born in the village Goioasa 
[Read approximately: go'joAsA.] [3] and grown up in the village Agas, both in the county of Bacau, [6] 
Moldavia, Romania — owing to his past of political prisoner, as well as his “capitalist” mentality and 
ideology, the eventuality of his “peregrination” was considered relatively probable by the romanian na- 
tional secret political organization, and the women appear not to have played a determinant role in his 
life. On the basis of these, it can be presumed that the character “Tudor SOIMARU” was chosen for a 
paragon to be followed to MATEI Alexandru in the aspect of his “desire towards the land in which he 
came to light, [31, minutes 26 and 50] 
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his kinsfolk”, [31, minutes 26 and 52] 
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and towards the moldavian women Ana Maria NICOLAU [Read approximately: 'AnA mA'riA niko'lad. ] 
as “Magda”, [Read approximately: 'mAgda.] [31, minute 44] 





and Ioana DRAGAN [Read approximately: jo'ana dro'gan.] as “Anita”: [Read approximately: a'nitsA.] 
[31, minute 98] 





Finally, despite the overthrow of the dominator Stefan TOMSA II — “by the domination of which he 
fought” [31, minute 17] — he decides to remain in Moldavia, saying: “I have no place where to go. I 
remain in the country.” [31, minute 116] 
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The position of the Eastern Church in the Moldavia of the seventeenth century: the dominator 
Alexandru MOVILA [Read approximately: Ale'ksAndrv mo'vild.] kisses the bible on the occasion of 
his enthronement: [31, minute 122] 





The film comprises a clip appearing to designate the qualification of “musk thistle” [1, minute 1] of 
the romanian national secret political organization, having programed approximately: “Those roaming 
over the world are musk thistles”: [31, minute 79] 
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2.6. The television film entitled “Oameni si soareci” (Of Mice and Men) of 1965 


With the television film entitled “Oameni si soareci” [Read approximately: 'oAmenj fi foaret{j. In the 
english language: Of Mice and Men.] of 1965, MATEI Alexandru as “George” was closely related with 
the actor Florin PIERSIC [Read approximately: flo'rin 'piersik.] as “Lennie” within an “association”, 
[61, minute 20] in which “George” undertakes to direct the mentally deficient “Lennie”. The mental su- 
periority of MATEI Alexandru as “George” was recruited by the surname “Small” of “Lennie”, and it 
was repeatedly expressed spatially as well: [61, minutes 44, 44, 47 and 89] 
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It is characteristic that within the first above scene MATEI Alexandru and Florin PIERSIC change their 
relative vertical spatial position three times each: [61, minutes 42, 42, 44, 44, 44, 47 and 47] 
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This can be construed as a formulation and programing of the approximate message of the romanian 
national secret political organization addressed to MATEI Alexandru: “You may become an actor even 
better than Florin PIERSIC, if you follow his political conformism.” In this way, a personal secret po- 
litical purpose of the film could be the stimulation of the political conformism of MATEI Alexandru. 
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Somewhat paradoxically, at the same time the film must have reminded MATEI Alexandru of and 
must have stimulated his anti-communist actions as well by his acting an american character [61, 
minute 1] 





in the staging of a short story written by an american author about an american theme, who as a day- 
worker has to haul sackfuls of barley similarly to his having unloaded potatoes from freight-cars of 
1951, and finally he has to shoot “Lennie” dead with a pistol, [61, minutes 93, 93 and 93] 





141 





similarly to his escape from the Securitate custody of 1952, when he pointed the pistol snatched from a 
securist at him. 

Taking into account the above two aspects of the film, it can be presumed to have been also meant to 
provoke and test MATEI Alexandru’s anti-communist rebellious sentiments and inclinations. 
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Valeria GAGEALOV as the “little woman of Curley, who all day does not do other than looks for 
men”, [61, minute 39] even by entering their dormitory, [61, minutes 48 and 49] 





can be presumed to express the outstanding need of the romanian national secret political organization 
for the genetic potential of the sexually inactive MATEI Alexandru, and to have programed its en- 
deavor to obtain it by utilizing light women. 
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2.7. The film entitled “Vremea zapezilor” (The Time of Snow) of 1966 


The film entitled “Vremea zapezilor” [Read approximately: 'vremea zo'pezilor. In the english lan- 
guage: The Time of Snow.] of 1966 reiterates and reinforces two guidelines of the MATEI Alexandru 
personal secret policy of the romanian national secret political organization: the socialization guideline, 
implemented for the first time with the role of a member of a Collective Agricultural Farm in the film 
entitled “Un suras in plina vara” (A Smile in Mid-Summer) of 1963, and the “Ilarion CIOBANU” 
guideline of setting a paragon of nationalism and communism or political conformism, implemented 
with relating him with Ilarion CIOBANU in the films entitled “Cartierul veseliei” (The Quarter of Mer- 
riness) of 1964 and “Rascoala” (The Uprising) of 1965. 

MATEI Alexandru, as a member of a Collective Agricultural Farm in a village situated in the delta of 
the Danube, takes part in a meeting of the council of the farm: [9, minute 54] 
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MATEI Alexandru was related with Ilarion CIOBANU presumably representing an intermediate pur- 
pose of his brainwashing, re-education and indoctrination: [9, minutes 54 and 63] 
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The relating of Ilarion CIOBANU simultaneously with MATEI Alexandru and a woman in the ring 
dance visible on the above frame can be construed as having been a formulation of the approximate 
personal secret political programing message to MATEI Alexandru: “If you become like Ilarion 
CIOBANU, you shall be related with women in your films like him.” And indeed: at least in their com- 
mon films, unlike MATEI Alexandru with no on-screen amatory relations, Ilarion CIOBANU was rela- 
tively intensely related with women sexually: [7, minute 12] [2, minutes 21 and 77] 
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Immediately previous of his being dancing related with a woman, Ilarion CIOBANU was also re- 
lated with a militiaman [Note: The policing organ of the Socialist Republic of Romania was named 
“militia”.] in the dance simultaneously with MATEI Alexandru, which can be construed as having been 
a formulation of the approximate personal secret political programing message to MATEI Alexandru: 
“The condition of your becoming a member of the state apparatus of the socialist Romania is to be- 
come nationalist and communist or politically conformist like Ilarion CIOBANU”: [9, minute 62] 
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This was also programed metaphorically in this film with the position of Ilarion CIOBANU as “Pavel 
PAVEL” [Read approximately: 'pAvel.] [3] of president of the Collective Agricultural Farm, and in the 
film entitled “Rascoala” (The Uprising) of 1965 with his as “Petre’s” post of team driver: [2, minute 2] 





Ilarion CIOBANU was required to have sexual relations in this film as well, namely with the actress 
Monica GHIUTA: [Read approximately: mo'nika 'ghivtsa.] [9, minute 34] 
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The film asserts, for the most part in the background, a romanian ring dance throughout more than 
six minutes: [9, minutes 59 and 63] 
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This can be presumed to have been an important audiovisual means in the socialist and nationalist re- 
education of MATEI Alexandru, corroborated with the fact that romanian ring dances are also asserted 
with his films entitled “Neamul Soimarestilor” (The Kindred of the Soimaresti’s) of 1965, [31, minute 
92] 


| 
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“Un suras in plina vara” (A Smile in Mid-Summer) of 1963, [8, minute 36] 
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2.8. The radio stage-play entitled “Undita” (The Fishing Rod) of 1966 


In the radio stage-play entitled “Undita” [Read approximately: 'Unditsa. In the english language: The 
Fishing Rod.] of 1966, MATEI Alexandru was required to act the role of the member of the “enterprise 
committee” [79, minute 2] “Voinea” [Read approximately: 'vojneA.] in a siderurgical combinate around 
1956 in the Romanian People’s Republic. An employee before 1944 of the enterprise comes to inform 
him that he discovered a quarry of iron ore, and to carry a rucksackful of sample of that. He wanted to 
become a geologist, but his father forced him to become a forest engineer. However, he practiced geol- 
ogy in a private manner in his spare time as a “great passion”. [79, minute 5] After having told how he 
discovered it, he gives him a map marked with the location of the quarry, saying: “My treasure is now 
yours.” [79, minute 29] 

It can be presumed that the radio stage-play expresses the interest of the national secret political or- 
ganizations generally, and the romanian national secret political organization particularly, in utilizing 
persons generally, and the persons qualified by them as potentially unutilizable, inconvenient or dan- 
gerous particularly, without fully or partly recognizing their relating merits and recompensing their re- 
lating services, namely in the unconditionally and self-denyingly serving the “nation” of the individu- 
als, in their complete merging and identifying with the “nation”. Further, it refers to that the romanian 
national secret political organization reckoned with the possibility that the “genius incarnate” [4, 
minute 7] of MATEI Alexandru would perform creative activities in addition to his professionally pur- 
sued acting. Accordingly, it could formulate and program the approximate personal secret political 
warning message addressed to MATEI Alexandru: “If you perform creative activities besides acting, 
you should renounce the recognition and recompense relative to them, because those shall not be recog- 
nized and recompensed anyway, moreover i could even cease your actor career.” [Note: This is the case 
with my books as well. To obtain recognition and recompense relative to them, i should use them for 
obtaining and obtain a post.] Therefore, the national secret political organizations are willing to allow 
individual merits recognized and services recompensed at most only for paid activities, which regularly 
have to be recognized and recompensed anyway by the respective team and company, but not at all in 
the domains of “great passion” [79, minute 5] of individuals, other than their professionally pursued ac- 
tivities. This national secret policy is a manifestation of the anti-individual and anti-progressive charac- 
ter of the ideology of the ethnical and the national secret political organizations. 

The forest engineer married and procreated a son. He was anti-communist and a servant of the “capi- 
talism”. After the war, he was convicted of sabotage and imprisoned for 2 years. Once released, he no 
more sought a job, but purchased two cows and withdrew to the forest. His son rebuked him, saying: 
“Loneliness is not good. Here, in the middle of the forest you waste yourself in vain. If you are stub - 
born, and will not approach humans, it is a pity. You are still a strong human, a good engineer, a capa- 
ble human ...” / “I should throw myself into building the socialism, this is how it is said, isn’t it?” [79, 
minute 12] / “Yes, you should throw yourself, put your mind to work, start doing something.” [79, 
minute 13] 

The latter above aspect of the radio stage-play can be construed as having been a formulation and 
programing of the approximate personal secret political urging message addressed to MATEI Alexan- 
dru: “You should settle down to family life, and throw yourself into building the socialism, rather than 
becoming isolated, or turning against the social order of the Romanian People’s Republic.” 
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2.9. The radio stage-play entitled “De ziua nuntii” 
(For the Day of the Wedding) of 1966 


The radio stage-play entitled “De ziua nuntii” [Read approximately: de ziOA 'nontsi. In the english 
language: For the Day of the Wedding.] of 1966 can be presumed to have expressed and programed 
also with its title the interest of the romanian national secret political organization in having MATEI 
Alexandru married. This presumption is corroborated by that in this radio stage-play MATEI Alexandru 
was required to act a married character. In implementing the woman-relations guideline of the personal 
secret policy relative to MATEI Alexandru of the romanian national secret political organization, the ra- 
dio stage-play was chosen to have numerous actresses acted, and particularly Simona BONDOC [Read 
approximately: si'mona bon'dok.] and Rodica TUTUIANU, [Read approximately: ro'dika tsUtsU'jAnv. ] 
acting the wife and respectively the sister of the character of MATEI Alexandru, as well as the bride, 
but also the actresses acting “Matveyevna”, “Maya”, “Sonia”, “Aleftina”, “Klava” generally, can be 
presumed to have been chosen for personal secret political wife candidates to MATEI Alexandru, in 
conformity with his known or presumed tastes. Metaphorically, this was a harem radio stage-play for 
MATEI Alexandru. 

According to the plot, a young man and a young woman are preparing for their marriage. A never- 
married character says: “I am looking for that unique one who is the matter of songs. [80, minute 10] I 
don’t desire the chains of married life.” [80, minute 15] On the day of the wedding, the father of the 
bride says: “Don’t restrain the liberty of the other. The human cannot live without liberty. Then, the life 
is not life. Be indulgent.” [80, minute 55] The bride having seen that the groom signed the act of mar- 
riage like a death-sentence, says him: “I cannot steal your liberty. [80, minute 56] I love you, not my- 
self. Go, my dear!” [80, minute 57] 

The above aspect of the radio stage-play can be construed as having formulated and programed the 
approximate personal secret political justifying and concealing message addressed to the public: 
“MATEI Alexandru has never married not because of his secret persecutions, but because he wants to 
remain free, he loves himself better than any other woman, and that unique one exists only in the 
songs.” 


2.10. The television film entitled “Apus de soare” (Sunset) of 1968 


The television film entitled “Apus de soare” [Read approximately: A'pUs de 'soAre. In the english 
language: Sunset.] of 1968 is the second piece of cinematographic or dramatic art of MATEI Alexandru 
inspired by the history of Moldavia as his native land, after the film entitled “Neamul Soimarestilor” 
(The Kindred of the Soimaresti’s) of 1965. At the same time, the actor George CALBOREANU [Read 
approximately: 'd3eord3e kAlbo'reAnv.] as the dominator of Moldavia “Stefan the Great” [In the roma- 
nian language: Stefan cel Mare.] [51, minute 27] 
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Pro Best.'HD 





is recurring from his above-mentioned film, in which he acted an uncle of Vasile BOGHITA as “Tudor 
SOIMARU”, a presumed paragon to MATE! Alexandru: [31, minute 52] 
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In this film, MATEI Alexandru was required to act the cup-bearer of “Stefan the Great”, appearing 
before the dominator bowed and with an inclined head: [51, minutes 22, 22, 22, 23 and 23] 
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This can be construed as an endeavor to arouse or cultivate and reinforce the respect of MATEI Alexan- 
dru towards the moldavian state particularly, and the romanian national state generally. 

In the film entitled “Neamul Soimarestilor” (The Kindred of the Soimaresti’s) of 1965, Vasile 
BOGHITA as “Tudor SOIMARU” as a presumed paragon to MATEI Alexandru kneels down before 
and kisses the hand of George CALBOREANU as his uncle: [31, minute 52] 





This can be construed as an endeavor to arouse or cultivate and reinforce the respect of MATEI Alexan- 
dru towards the people of Moldavia particularly, and the people of Romania generally. Utilizing the 
same person for the representation of the people and the state was presumably meant to increase the ef- 
ficiency of arousal or cultivation and reinforcement. 
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Just like its thematic predecessor, this film also presents a leader change of Moldavia, namely 
George CALBOREANU as the aged “Stefan the Great” crowns “Bogdan”: [Read approximately: 
bog'dan.] [51, minute 28] 





This could be an expression and programing of the interest of the romanian national secret political or- 
ganization in utilizing MATEI Alexandru as the leader of the romanian state. 


2.11. The radio stage-play entitled “Hanu-Ancutei” (The Inn of Ancuta) of 1968 


The radio stage-play entitled “Hanu-Ancutei” [Read approximately: 'hanv An'kotsej. In the english 
language: The Inn of Ancuta.] of 1968, comprises a number of radio moments based on the stories nar- 
rated by guests in the “Inn of Ancuta”. MATEI Alexandru was required to act the heyduck “Haralam- 
bie” [Read approximately: harA'lambie.] of the radio moment entitled “Haralambie”. [3] “He was an 
armed servant of dominator”, [75, minute 12] but having become conscious of that the boyars and the 
dominator “stole the money of the poor” [75, minute 17] he “entered the forest with some comrades”, 
[75, minute 13] and then “filled the country with complaints”. [75, minute 15] The dominator summons 
his pandour brother to capture him alive or dead. He “chases him like a wolf”, [75, minute 17] after 
around two weeks finds him at home, and summons him to surrender. MATEI Alexandru as “Haralam- 
bie” saying: “I will not become a captive, and will never ...” [75, minute 18] wants to defend himself 
with his pistol, but is shot dead. His brother, “for his repentance and for forgiving the soul of the lost 
one, withdrew to his lands”, [75, minute 19] and built the church named “Saint Haralambie” in Iasi. 

The radio moment entitled “Haralambie” can be presumed to have been meant to express and pro- 
gram the suspicion of the romanian national secret political organization that at the level of the year 
1968 MATEI Alexandru could become an opponent of the Ceausescu [Read approximately: 
t{ao'fesku.] regime, as well as to formulate and program the approximate personal secret political 
warning message addressed to MATEI Alexandru: “If you become an opponent of the social order of 
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the Socialist Republic of Romania, you shall be murdered, even with the utilization of a family member 
or a relative of yours.” 

It may be “significant” [81, minute 3] that the plot of the radio stage-play generally, and that of the 
shorter radio stage-play entitled “Haralambie” particularly, was set in Moldavia, the scene of the early 
life of MATEI Alexandru. 


2.12. The radio stage-play entitled “Bicicleta din fata portii” 
(The Bicycle in front of the Gate) of 1968 


In the radio stage-play entitled “Bicicleta din fata portii” (The Bicycle in front of the Gate) of 1968, 
MATEI Alexandru was required to act a policeman. It appears to have been chosen for the repertory of 
MATEI Alexandru in the suspicion of the romanian national secret political organization that he was 
still a potential criminal, a suspicion also manifested with his role of heyduck in the radio stage-play 
entitled “Hanu-Ancutei” (The Inn of Ancuta) of 1968. 

The police in Indianapolis, the United States of America, receive and communicate information ac- 
cording to which “three dangerous bandits have escaped from the federal prison”. [76, minute 8] In the 
city, they enter the home of a family to wait for the money needed for their leaving the country, keeping 
under control the members of the family with the threat of pistols. One of them deserts the band, and is 
shot dead by the police. After having received the money and left the house, another one is shot dead. 

By this means, the radio stage-play has the value of reminding MATEI Alexandru of his escaping 
from the custody of the Securitate of 1952, and of formulating and programing the approximate per- 
sonal secret political message addressed to him: “It is not worth becoming an opponent of the socialist 
social order of Romania, because it is better for you to carry out an actor career, than to stay in prison 
or be shot dead by the militia.” 

The role of policeman required to be acted by MATEI Alexandru can be presumed to have reflected 
the best coming direction of evolution of his path of life in conformity with the interests of the roma- 
nian national secret political organization. 


2.13. The film entitled “Doi barbati pentru 0 moarte” 
(Two Men for One Death) of 1969 


With the film entitled “Doi barbati pentru o moarte” [Read approximately: doI ber'bAtsj 'pentrd o 
‘moArte. In the english language: Two Men for One Death.] of 1969, the romanian national secret polit- 
ical organization expressed and verified its suspicion relative to the hungarian ethnical affinity of 
MATEI Alexandru — suspicion also expressed with the surname “Ungureanu” of the author of the in- 
terview of MATE] Alexandru of 22 december 2012: [Ungureanu — ungureanul (romanian) = the hun- 
garian] — by his having been required to act the character “Demeter Demeter”, [Read approximately: 
‘demeter.] an ethnically hungarian peasant in Romania, under the circumstances that there must have 
been many hungarian actors in Romania suitable for that role, and by virtue of its theme in this film 
there acted several hungarian actors and actresses in Romania. In relation to MATEI Alexandru, the 
main purpose of the film was presumably to test that conjecture of the romanian national secret politi- 
cal organization. 
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As such, the film expresses the inability or unwillingness of the ethnical and the national secret polit- 
ical organizations generally to admit the existence of a universal human identity. This was also the case 
of the american Illuminati at least with the actresses Marilyn Monroe, Sharon Tate, and Angelina Jolie, 
who were conjectured with having several other ethnical or national identities other than english or 
american. 

In my hypothesis, this film was originated jointly by the hungarian ethnical secret political organiza- 
tion in Romania and the romanian national secret political organization for the very first film of Eliza- 
beth Adam in the implementation of their common anti-Elizabeth Adam personal secret policy, with the 
main purpose of having her married with one of the film-actor personal secret political husband candi- 
dates deployed before her with this film in june 1969, on her graduation and shortly before the begin- 
ning of her acting career, in order to draw her into a film career, and by this means to prevent her ex- 
pectable marriage with an influential person — who was to be Gy6z6 HAJDU [Read approximately: 
'gjaze: ‘hoidv.] — able to make it possible for her an individual-reciting-evening career asserting hu- 
manist ideas. [Note: See my book entitled “National Conspirations for Stifling Elizabeth Adam As a 
Terrestrial Extraterrestrial Historical Personality”.] As a result of and as an expression of this joint na- 
tional secret political origination, the screenplay of the film was written jointly by the ethnically hun- 
garian writer in Romania Andrés SUTO [Read approximately: 'ondra:J ‘fito:.] and the ethnically and 
nationally romanian director Gheorghe NAGHI, [Read approximately: 'gheorghe nAgj.] [10, minute 3] 
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According to the plot of the film, in 1945, a retreating german military unit enter an ethnically 
mixed, hungarian and romanian village in Transylvania, [Note: In its broadest meaning, since 1920 
Transylvania has been the part of Romania west and north of the curvature of the crest of the Carpathi- 
ans.| [10, minute 9] 
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At the investigation of the case by a german officer, MATEI Alexandru as “Demeter” confesses the 
deed as his own one: [10, minute 13] 





He is condemned to death by the german commandment. However, politically it is inconvenient for 
them to admit that an ethnically hungarian person committed such a deed, and for this reason they offer 
the chance of absolution to MATEI Alexandru as “Demeter”, if he names an ethnically romanian per- 
son for the committer of putting out the flag. But his humanism prevails his nationalism and individual- 
ism, and fails to take the opportunity, accepts to be executed. His case can be presumed to express the 
hostile attitude of the ethnical and the national secret political organizations to the universal human 
identity generally, and the hostile attitude of the romanian national secret political organization to ethni- 
cally romanian humans having a prevailing human identity particularly. This points out the character of 
exception of the case of MATEI Alexandru, that he “enjoyed the mercy of the reign” [31, minute 17] of 
the romanian national secret political organization. 
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With this film, MATEI Alexandru was directly related with the “big-eyed” [20, minute 40] Monica 
GHIUTA, [10, minute 27] 





introduced in his film career with the film entitled “Vremea zapezilor’ (The Time of Snow) of 1966. 
She was required to act the character “Mariska”, [Read approximately: 'moriJko.] the wife of MATEI 
Alexandru as “Demeter”, which role substantiates the presumption that she had been chosen for a per- 
sonal secret political wife candidate to MATEI Alexandru, in conformity with his known or presumed 
tastes. This presumption is corroborated by that the above-mentioned film constituted the debut of 
Monica GHIUTA in her film career, [3] which refers to that she was drawn into films with the purpose 
of going to wife to MATEI Alexandru, and of concealing this purpose of the romanian national secret 
political organization. 
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That Monica GHIUTA also was cast to act an ethnically hungarian character refers to the forced, 
personal secret political nature of this relating, to that with this film the romanian national secret politi- 
cal organization not only tested the conjectured hungarian ethnical affinity of MATEI Alexandru, but 
also tried forcing his marriage with Monica GHIUTA. In this respect, she was required to act relatively 
undressed before MATEI Alexandru already at the very beginning of the film, presumably with the pur- 
pose of exciting him for an off-screen sexual relation with her: [10, minutes 2 and 2] 
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As she had a highly asserted ethnically specific romanian facial expression like Ilarion CIOBANU, 
[9, minute 23] [10, minute 1] 





and was directly related with him in both this and the above-mentioned film, it can also be presumed 
that in relation to MATEI Alexandru she was the female equivalent of Ilarion CIOBANU, a potential 
means in his nationalist and communist brainwashing, re-education and indoctrination, having the same 
mission of metamorphosing him into a nationalist and a communist or a politically conformist. 

During the investigation, the peasants are slapped in the face to denounce the person who put out the 
romanian national flag: [10, minute 12] 
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During the scene of his interrogation, MATEI Alexandru as “Demeter” was related with Ilarion 
CIOBANU, [10, minute 15] 





who as “Pavel COSTAN” [Read approximately: 'pAvel kos'tAn.] is the natural father of the boy juristi- 
cally appertaining to “Demeter”, who is consciously bringing him up like his own son. This can be con- 


strued as a reproach of the romanian national secret political organization to MATEI Alexandru for his 
not marrying and not procreating children. 
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After his confession and previous to his condemnation, MATEI Alexandru as “Demeter” was put in a 
ridiculous situation by his having been required to ask for his being slapped in the face in order to be 
allowed to go home like the other peasants: “Could i also receive a few slaps in the face?” asks he the 


investigating officer. / “You have to wait for the decision of the commandment,” says that, and leaves: 
[10, minutes 17 and 17] 





“T kindly pray you, give me as well a few slaps in the face,” turns he to another officer remained in. 
“Three or four, as to the others, to be able to go home myself as well”: [10, minutes 17 and 17] 
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“Mr. sergeant, i am not afraid of slaps in the face. The others received four or five, for me give me ten 
ones, let’s agree in ten, only to be able to leave”: [10, minutes 17 and 17] 





“If you won’t, i ask Mr. corporal be so kind to give me slaps in the face. ... Well, be so kind with me, 
and give order Mr. corporal to smack me a few ones.” / “I cannot without an order,” says the corporal. 
“Understand me, human, without an order i cannot, neither slap in the face, nor kick with the foot. ... I 
pity him, but i cannot help him”: [10, minutes 17-18 and 18] 
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“Well, what does it cost you? I kindly ask you, give me a kick as well, with the boot.” / “It is not possi- 
ble,” says the sergeant. “I am tired”: [10, minutes 18 and 18] 





“My guilt, my guilt is so big that i don’t deserve a few slaps in the face?!” turns he again to the officer. 
“We have never seen each other. Then, couldn’t you do this service?! ... Still rest a moment, and then 
with new forces slap my face, to go home myself as well. ... I invite you to the supper, bring plum- 
brandy, we’ll slaughter a chicken. ... Well, what do you say? ... Isn’t it better so? ... It is really better”: 
[10, minutes 18-19 and 19] 
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The above scene can be presumed to have been a direct implementation — through MATEI Alexan- 
dru himself — of the ridiculing guideline of the personal secret policy relative to MATEI Alexandru of 
the romanian national secret political organization, in a similar manner with the indirect implementa- 
tion of this personal secret political guideline through the character “Fanita” of the film entitled “Un 
suras in plina vara” (A Smile in Mid-Summer) of 1963. 

Further, it can still be presumed that — in a similar manner with the scene of investigating the theft 
of maize of the film entitled “Rascoala” (The Uprising) of 1965, in which MATEI Alexandru as “Ser- 
afim MOGOS” is the single investigated person who is maltreated only off-screen by the sergeant gen- 
darme — with the above scene — in which MATEI Alexandru as “Demeter DEMETER” is the single 
investigated person who is not slapped in the face by the german sergeant soldier — the romanian na- 
tional secret political organization expressed and programed the relatively non-violent character of its 
personal secret policy relative to MATEI Alexandru associated with the approximate programing mes- 
sage: “Your guilt is so big that you don’t deserve a slap in the face either, you only deserve to be mur- 
dered.” The last part of the message appears to have been formulated through the facts that in both 
these films the character acted by MATEI Alexandru is murdered by shooting by characters appertain- 
ing to the losers of history: the boyar is murdered in the uprising, and after that also the determinant 
role of the class of the boyars would diminish continually, and respectively the hitlerists would lose the 
war — a historical fact required to be predicted by MATEI Alexandru as “Demeter DEMETER’”, say- 
ing the german sergeant: “The war you have lost.” [10, minute 65] — and after that the fascism would 
disappear as a viable political system. For this reason, presumably, the case of MATEI Alexandru ap- 
peared before the romanian national secret political organization as a “luminous” sign of orientation in- 
dicating that the communists would lose power, and the communism would disappear as a viable politi- 
cal system, what happened in autumn 1989 in Eastern Europe, and on 22 december 1989 in Romania. 
This hypothesis is corroborated by the fact that the date of the interview of MATEI Alexandru is 22 de- 
cember 1989. 
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In the scene in which he was required to express in words the loss of the war by the hitlerist Ger- 
many, MATEI Alexandru as “Demeter” is pounded and threatened with new clips by the german 
sergeant, saying: ,,Say it again”: [10, minute 65] 





In the scene of investigating the theft of maize of his film entitled “Rascoala” (The Uprising) of 1965, 
MATEI Alexandru says nothing, he was required to “shut up”, [2, minute 52] while the sergeant moti- 
vates hitting one of his fellows with those said by him: “After you steal, you are insolent as well. And 
you swear on god as well.” [2, minute 11] In the same film, with the scene in which MATEI Alexandru 
as “Serafim MOGOS” says on the train: “Instead of them, i would take up an axe ...”, [2, minute 52] 
he was programed silence: “Shut up, you, Serafim! Shut up!” [2, minute 52] These artistic facts of film 
can be construed as having formulated the approximate personal secret political programing message: 
lf you begin diffusing your ideas relative to the historical perdition of the communism, as well as the 
viability of the occidental democracy and the capitalism, you shall be maltreated by the Securitate.” 
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MATEI Alexandru as “Demeter” is allowed to go home for a short while, occasion on which there 
are carried out the closest on-screen amatory relations between him and Monica GHIUTA: [10, min- 
utes 30 and 30] 
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In satisfying the wish of MATEI Alexandru as “Demeter” to drink something, at the inn the corporal 
asks him: “Which is your song?”: [10, minute 37] 





“T have no song.” / “Why don’t you have?” / “So that no one fit my life.” / “You are the great friend of 
the romanians,” says the sergeant. “You put their flag as well. Sing something for friendship, ... for ... 
for brotherhood.” / “We don’t sing very much.” / “But what do you do?” / “We live.” / “A great 
philosopher has perished in you.” / “But to dance, can you dance?” asks the corporal. “... If you dance 
one, we’ll let you free.” / “I don’t believe that very much. You will only laugh at me. ... I am too old 
for such a thing.” [10, minutes 37-38] 

The above conversation appears to refer to the humanism of MATEI Alexandru, namely the “i have 
no song” to that he had no preferred national identity, the “brotherhood” to the peace, friendship, har- 
mony, and closer relations among ethnic groups and nations, the “philosopher” to his mental faculties 
and genius character, [4, minute 7] as well as the “if you dance one, we’|l let you free” to his absolution 
from the condemnation to death if he had become nationalist, namely had chosen an ethnical identity as 
his preferred one. 

It can be presumed that the condemnation to death of MATEI Alexandru as “Demeter” by the german 
military unit symbolically reflects the condemnation to death by the romanian national secret political 
organization of the humanist person of MATEI Alexandru particularly, and of the humanist individuals 
generally. It appears to be a concealing factor of this presumed fact that no ethnically romanian charac- 
ters of the screenplay and no ethnically romanian actors of the film took part in carrying out this propa- 
gandistic function of the film, namely the decision of condemnation is made by german officers acted 
by ethnically non-romanian actors, and executed by the german sergeant acted by the ethnically and na- 
tionally german actor Hans KRAUS. [30] 

Clothed throughout the entire film in szekely [Read approximately: 'se:kej.] hungarian national cos- 
tume, [Note: The ethnically hungarian humans living approximately in the central region of the present 
Romania are named “szekely”.] in carrying out the major scene of testing the hungarian ethnical affin- 
ity of MATEI Alexandru, he as “Demeter” finally decides to perform a szekely hungarian national 
dance. The film-camera first focuses on his face, on the basis of which it can be presumed that the ro- 
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manian national secret political organization was interested in finding out not only how MATEI 
Alexandru danced a hungarian national dance, but also the evolution of his facial expression from the 
decision and till the beginning of the dance: [10, minutes 38, 38, 38, 38, 38, 39, 39, 39, 39, 39, 39, 39 
and 39] 
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MATEI Alexandru as “Demeter” imagines that he snatches the rifle of the corporal, and runs away: 
[10, minute 48] 





This scene can be presumed to have been a new reference to the episode of his real life when in 1952, 
at the beginning of his second political-prisonership, he had managed to snatch the pistol of the Securi- 
tate officer guarding him, and to run away. 
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“Demeter, how many women have you known in your life?” asks the corporal. [10, minute 52] 





“Well, many.” / “For this, you don’t have to boast.” / “In the country, all know one another.” / “Not so, 
my friend. I ask you, how many have you laid in the haystacks, how many on the grass, how many in 
the bushes?” / “I am a man of the house, sir.” / “Demeter, have you ever carried a woman on a tree?” / 
“The trees are of the birds.” / “Oh, many women, few days. ... Probably, in all your life you have been 
in love. ... And those in love have no idea of women.” / “I was, because i also am a human.” [10, min- 
utes 52-53] 
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The idea “woman on a tree” [10, minute 53] can be presumed to have been filmed with the film of 
MATE! Alexandru entitled “Un suras in plina vara” (A Smile in Mid-Summer) of 1963: [8, minutes 49 
and 50] 
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The above conversation appears to refer to the amatory aspect of the personality of MATEI Alexan- 
dru as having been devoid of sexual relations. Immediately after this conversation, “Demeter” begins to 
recall the memory of his wife, which can be presumed to reflect the purpose of the romanian national 
secret political organization that MATEI Alexandru fell in love with Monica GHIUTA. 

Ilarion CIOBANU as “Pavel COSTAN” was glimpsed spying them. MATEI Alexandru as 
“Demeter” was required that during his pursuit he expressed and self-programed his relatively frequent 
relating with, his “condemnation” to Ilarion CIOBANU: “Everywhere i find you, Pavel COSTAN.” 
[10, minute 56] 

“Listen, Demeter. Do you know what life is?” asks the corporal, rhetorically. “... And if you don’t 
know what life is, you at least know why your mother brought you into the world.” / “This is what 
asked herself the poor of her as well,” remarks MATEI Alexandru as “Demeter”. [10, minute 65] These 
sentences can be presumed to have been a programing message to MATEI Alexandru referring to the 
dissatisfaction of the romanian national secret political organization with his person and life, as if there 
had been a social need for the satisfaction of that illegal and criminal secret society, or for its mere exis- 
tence. This has been a repetition in another form of the message formulated in the film entitled 
“Cjulinii Baraganului” (The Musk Thistles of Baragan) of 1957 with the song of the mother bewailing 
for his son murdered because of his attempt to murder the boyar: 


“Tf i had known it, 
I wouldn’t have you borne.” [1, minute 99] 


Ilarion CIOBANU as “Pavel COSTAN” was related in this film with Monica GHIUTA sexually in a 
more advanced manner, the scene of which MATEI Alexandru as “Demeter” was required to witness: 
[10, minutes 58 and 68] 
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This refers to that Ilarion CIOBANU was set as a paragon for MATEI Alexandru not only of national- 
ism and communism or political conformism, but also of sexual activity. At the end of this scene, 
MATE! Alexandru was directly related with Ilarion CIOBANU: [10, minute 59] 
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Certainly, the example of sexual activity of Ilarion CIOBANU was set first of all particularly relative to 
Monica GHIUTA, who can be presumed to have been the woman most accessible to MATEI Alexandru 
for marriage, in conformity with the purpose of the romanian national secret political organization ex- 
pressed and programed with the scene of marriage of MATEI Alexandru as “Demeter” and Monica 
GHIUTA as “Mariska”: [10, minute 60] 





Le ah 


The pattern of the film that Ilarion CIOBANU as “Pavel COSTAN” is the father of the son of Monica 
GHIUTA as “Mariska”, while MATEI Alexandru as “Demeter” is her husband must have reflected in a 
reproachful and resolute manner the real-life relations that MATEI Alexandru could not or would not 
approach Monica GHIUTA sexually, and accordingly the personal secret political mission of Ilarion 
CIOBANU — who can be presumed to have had an off-screen relationship with Monica GHIUTA es- 
tablished in connection with the film entitled “Vremea zapezilor” (The Time of Snow) of 1966, in 
which she as “Gia” is his as “Pavel PAVEL’s” wife, and although she likes him sexually, wants to di- 
vorce him because of his infidelity, by this means foreshadowing and implementing the above-men- 
tioned pattern of this film — was to “work together” [10, minute 16] — as the investigating german of- 
ficer puts it — with MATEI Alexandru in making a conquest of Monica GHIUTA: Ilarion CIOBANU 
was meant to do the sexual part, to make her pregnant, while MATEI Alexandru the marital part of the 
job, and the conceptual motivation for accepting this by Monica GHIUTA must have been that MATEI 
Alexandru was a “good human”, [10, minute 63] better than Ilarion CIOBANU, the best human ever 
met by her. 

When put to choose between his humanism and his own life, MATEI Alexandru as “Demeter” is 
again related with Ilarion CIOBANU as “Pavel COSTAN”, with whom he had personal conflicts rela- 
tive to Monica GHIUTA as “Mariska”, and who for this reason appears to be the most likely to be 
named by him as the committer: [10, minute 69] 
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This can be construed as an action of the romanian national secret political organization to utilize the 
humanism of MATEI Alexandru for declining the responsibility for his personal secret political perse- 
cution by programing him to apply his humanism also to Ilarion CIOBANU particularly, and to whom 
he could symbolically represent, namely his ethnically and nationally romanian persecutors generally, 
and forgive them for their hostile deeds committed against him. During the relating, the face of MATEI 
Alexandru is magnified to the maximum possible, presumably to enable the romanian national secret 
political organization to search his sentiments and attitudes towards the ethnically romanian persons, 
and the romanian “nation” as a whole — at least in the meaning of this notion defined by the romanian 
national secret political organization — whom and which the ethnically specific romanian facial ex- 
pression of Ilarion CIOBANU could symbolize: [10, minute 70] 
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At the end of the film, MATEI Alexandru as “Demeter” is executed: [10, minute 78] 





2.14. The film entitled “Canarul si viscolul” 
(The Canary and the Snowstorm) of 1969 


In the film entitled “Canarul si viscolul” [Read approximately: ka'narol fi 'viskolol. In the english 
language: The Canary and the Snowstorm.] of 1969, MATEI Alexandru was required to act a character 
participating in the underground activity of the communist party, outlawed in Romania between the two 
world wars, [3] who at the very beginning of the film becomes physically unable to push through his 
mission, and for this reason he transfers his code name and mission to Florin GABREA [Read approxi- 
mately: flo'rin 'gAbreA.] as a comrade of his: [11, minutes 1, 2, 2 and 2] 
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Therefore, Florin GABREA can be presumed to have acted a fabricated path of life of MATEI Alexan- 
dru “virtually opposing the regime”. [6] 
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In the rest of the film, MATEI Alexandru appears only once through the memory recalled by Florin 
GABREA as a comrade of him as an underground communist activist: [11, minute 17] 





Similarly to his role of a communist trade-union leader in the film entitled “Cartierul veseliei” (The 
Quarter of Merriness) of 1964 — in which he was required to participate at an underground communist 
social — with this role the romanian national secret political organization expressed and programed 
both its purpose of making a communist of and as such utilizing MATEI Alexandru, and its fear of his 
engaging in underground actions against the romanian communist party and state. 

Florin GABREA as a comrade of MATEI Alexandru as an underground communist activist has con- 
tact an underground communist activist by name “Arhip”, [Read approximately: Ar'hip.] who resides in 
the street “Renasterii” meaning “Revival”. It can be presumed that with this name the romanian na- 
tional secret political organization programed both its purpose of the “revival” of MATEI Alexandru in 
the Socialist Republic of Romania as a party and state leader, and the purpose of the potential under- 
ground political activity of MATEI Alexandru of the “revival of capitalism” in Romania. It is to be 
mentioned that the idea of “revival” had been presumably programed also with the film entitled “Doi 
barbati pentru o moarte” (Two Men for One Death) of 1969, through the scene in which at the water- 
mill the corporal simulates the execution of him as “Demeter”, and he “revives”, [10, minute 25] 
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idea programed also with words on his catching, when the corporal says him reproachfully and in a 
loud voice three times: ,,;Why have you revived?!” [10, minute 29] 

It can be a filming of the idea below, formulated in the film entitled “Ciulinii Baraganului” (The 
Musk Thistles of Baragan) of 1957, that in the course of the mission, on Florin GABREA as a comrade 
of MATEI Alexandru as an underground communist activist “there streams a ravaging tempest brought 
by the north wind, a wind of madness, which sweeps the land from all its rubbish”, [1, minute 4] inclu- 
sive of the activists acting against the political system: [11, minutes 6, 12, 12, 13 and 39] 
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The scenes in which Florin GABREA as the underground communist activist “Oprea DOBRICA” 
[Read approximately: ‘opreA dob’rika.] recalls the memory of his detention can be presumed to have 
been meant to deter MATEI Alexandru from underground anti-communist activities: [11, minute 52] 





The “big-eyed” [20, minute 40] hungarian actress in Romania Anna SZELES, [Read approximately: 
'onno 'se:lef.] having been required to act in the film as a bride as well, [11, minute 46] 
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can be presumed to have been chosen for a personal secret political wife candidate to MATEI Alexan- 
dru, in conformity with his known or presumed tastes. This presumption is corroborated by that Florin 
GABREA as a comrade of him carries him to his home, and his wife was acted by Anna SZELES, who 
— presumably for a programing signal to MATEI Alexandru about her wife candidacy — was required 
to act a scene similar to that acted by Monica GHIUTA as “Mariska” when seeing her husband “Deme- 
ter” acted by MATEI Alexandru returning home for a few minutes after his condemnation to death, cry- 
ing in the same tone as Monica GHIUTA: [17, minute 2] [10, minute 30] [17, minute 3] 
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Further, Florin GABREA as a comrade of MATEI Alexandru as an underground communist activist re- 
calls the memory of his wedding: [11, minute 44] 





by this means presumably having programed MATEI Alexandru marriage, in the first place with Anna 
SZELES herself. 
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Towards the end of the film, there is presented a demonstration against fascism with torches and a 
board with the slogan “Down with fascism!”: [11, minute 66] 





And indeed: the mass of demonstrators were right, after the second world war the fascism was down. 
Accordingly, the torches can be presumed to have been meant to symbolize their quality of “luminous” 
signs of orientation, in the conception of the romanian national secret political organization. The 
torches were associated with candles, what can be construed as an extension of their symbolic value 
and content: [11, minutes 67 and 67] 
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Similarly, the fires started by the rising masses of peasants in 1907 [2, minutes 86, 86 and 70] 
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showed the direction of the development of human society, they were also “luminous” signs of orienta- 
tion. And last but not least, the romanian national secret political organization must have known that 
the slogan “Down with communism!” painted by MATEI Alexandru on the fences of his village in 
1947 could prove to be true as well, what was expressed with the slogan of the demonstrators soliciting 
liberty: [11, minute 66] 
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2.15. The film entitled “Razboiul domnitelor” (The War of Princesses) of 1970 


In the film entitled “Razboiul domnitelor” [Read approximately: rez'boiv! dom'nitselor. In the eng- 
lish language: The War of Princesses.] of 1970, MATEI Alexandru was required to act a moldavian 
franklin [Note: Free moldavian peasant.] by name “Toma” [Read approximately: 'tomA.] [12, minute 
38] once in the middle ages: [12, minute 2] 
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In the implementation of the “Ilarion CIOBANU” guideline of the personal secret policy relative to 
MATE! Alexandru of the romanian national secret political organization, MATEI Alexandru “found” 
[10, minute 56] Ilarion CIOBANU in this film as well, acting the role of the “mad world-roamer 
Ghinda, [Read approximately: 'ghindd.] a mercenary in the good graces of the prince” [12, minute 10] 
of a foreign state formation waging war against “his country”, [12, minute 1] Moldavia: [12, minutes 1 
and 10] 





This role of Ilarion CIOBANU can be construed as the expression and programing of the extension of 
the fear of the romanian national secret political organization relative to the potential actions against the 
romanian communist party and state beyond the frontiers of Romania of the “mad” [12, minute 10] 
MATEI Alexandru — having already been self-programed with “madness” or ridiculed with his films 
entitled “Ciulinii Baraganului” (The Musk Thistles of Baragan) of 1957, “Un surds in plina vara” (A 
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Smile in Mid-Summer) of 1963 and “Doi barbati pentru 0 moarte” (Two Men for One Death) of 1969 
— and expected to “roam over the world”, [31, minute 23] [12, minute 10] this expectation of the ro- 
manian national secret political organization having already been expressed and programed with the 
film entitled “Neamul Soimarestilor” (The Kindred of the Soimaresti’s) of 1965, with which MATEI 
Alexandru had been required to act the role of a boyar fleeing Moldavia to Podolia and plotting against 
the ruling dominator of Moldavia. At the same time, it could also express and program the quality of 
llarion CIOBANU of servant of the romanian national secret political organization, which as a hidden, 
illegal and criminal organization acted against the will and interests of the romanian people. 

It can be considered a manifestation of the existence of the personal secret policy relative to MATEI 
Alexandru of the romanian national secret political organization the coincidence of terms between the 
film entitled “Neamul Soimarestilor” (The Kindred of the Soimadresti’s) of 1965, in which Vasile 
BOGHITA as “Tudor SOIMARU” “roamed over the world”, [31, minute 23] and this film, in which 
Ilarion CIOBANU as “Ghinda” is qualified as “world-roamer”. [12, minute 10] 

In his setting a sexual paragon to MATEI Alexandru, Ilarion CIOBANU was related sexually with 
Ioana DRAGAN as “Ioana”, sent to the prince as a messenger of peace by the franklins: [12, minutes 
25 and 25] 
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Although his behavior is relatively violent, she proves to have liked it and him. 
When the franklins are deliberating on how to deal with the army threatening them with a siege, [12, 
minute 19] 





MATE! Alexandru as “Toma” says: “I have no children who would cry after me,” [12, minute 19] — 
what presumably was a reference to his real family life, and a reproach for this on the part of the roma- 
nian national secret political organization — and: “We will treat them with a loaf of samp, and tomor- 
row or the day after tomorrow they will say that we are louts,” [12, minute 20] what presumably was a 
reference to the qualification as a “lout” of MATEI Alexandru by the romanian national secret political 
organization, asserted with this film. 
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The franklins carry out a successful raid on the camp of the prince, and bring “Ioana” back to the 
fortress, together with the princess as a hostage. Ilarion CIOBANU as “Ghinda” comes with them as 
“one of them”. [12, minute 37] On their entering the fortress, MATEI Alexandru was related with him 
for the very first: [12, minutes 37 and 37] 





The torch in the hand of MATEI Alexandru can symbolize and corroborates the presumption of his 
quality of “luminous” sign of orientation, primarily for the romanian national secret political organiza- 
tion, just as the social status of franklin acted by him had foreshadowed centuries prior to that the 
repartition of land to the peasantry. 
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In the fortress, Ilarion CIOBANU was again related sexually with Ioana DRAGAN as “Ioana”: [12, 
minutes 41 and 41] 
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The presumption of the qualification as “slout” of MATEI Alexandru is corroborated by that he was 
required to implement that qualification through a scene in which he as “Toma” uses amatory violence 
against the princess, whom when he saw, “his blood began to boil”: [12, minutes 38, 45, 45 and 45] 
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His action is interrupted by Ilarion CIOBANU himself as his sexual paragon without having apparently 
succeeded in kissing her, at least in the manner done by Ilarion CIOBANU with “Ioana”, having pro- 
gramed approximately: “You are not doing it well. Take an example by me.” [12, minute 45] 





Choosing a foreign princess character for the sufferer of the amatory violence refers to that there was 
also a foreign national secret political need for the presumed “genius incarnate” [4, minute 7] of 
MATEI Alexandru meant to be utilized for a political leader, bearing the approximate potential personal 
secret political programing message: “If you do not exercise the sexual relations in Romania, abroad 
you shall not be able to sexually normally contact a proper woman to become a political leader.” Tak- 
ing into account his french film entitled “Les fétes galantes” (The Gallant Entertainments) of 1965, [3] 
— which also refers to the sexual relations required from MATEI Alexandru already with its title — it 
can be presumed that the foreign need for the person and services of MATEI Alexandru was manifested 
primarily by the french national secret political organization, This presumption is corroborated by the 
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utilization of the notion of “emperor” in connection with MATEI Alexandru with his films entitled “Un 
suras in plina vara” (A Smile in Mid-Summer) of 1963 and “Cartierul veseliei” (The Quarter of Merri- 
ness) of 1964, because France was a country with an imperial historical tradition. 

With a new scene of implementing the qualification of “slout” of MATEI Alexandru and instructing 
him how not to approach a woman sexually, he was required to apply more amatory violence to the for- 
eign princess, with less success: [12, minutes 54, 54 and 54] 
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This time, his action is interrupted by Alexandru HERESCU [Read approximately: Ale'ksAndro 
he'reskv.] [3] as “Ion”, [12, minute 54] 
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who by this means signaled him that he also had set him an example of how to win the heart of a 
woman: [12, minutes 39, 39, 39, 39, 40, 40 and 47] 
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Ilarion CIOBANU as “Ghinda”, in the service of the prince in the fortress as well, succeeds in con- 
cealedly killing a franklin during a siege: [12, minutes 50 and 50] 
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Then, when the franklins “are keeping vigil for their dead”, [12, minute 55] he takes a torch, [12, 
minute 55] 
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opens and enters through a secret door, which he discovered by accident earlier, [12, minutes 55 and 
56] 
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in a room he lights two other fixed torches, and finds out that the franklins keep their treasure there, 
[12, minutes 56 and 57] 
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among which a crown as well, which he symbolically raises to the hight of his head, [12, minutes 57, 
57, 57 and 57] 
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he imagines the fortress on the hill, [12, minute 57] 





and begins to roar with laughter victoriously, radiating a consciousness of absolute domination over the 
human society: [12, minute 57] 





It can be presumed that this scene, carried out with the main actor romanian national secret political 
propagandist Ilarion CIOBANU, has been a metaphoric programing — what as such willy-nilly must 
be a revelation as well — of the own planned version of history by the romanian national secret politi- 
cal organization in particular, namely of what would happen if the romanian society let itself orientated 
by the “luminous” signs of the romanian national secret political organization, but also by the national 
secret political organizations in general, because the romanian national secret political organization 
must represent through its general marks the rule as well, not only the specifically romanian excep- 
tions. Although they know that the “awakened” [42] masses of peasants who had solicited land finally 
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received land, and the “awakened” masses of workers who had solicited the overthrow of fascism and 
liberty finally attained both those demands of theirs — the romanian national anthem is entitled 
“Awaken, Romanian!” — the national secret political organizations have the consciousness of their 
power to enforce their will on the human society. Therefore, they regularly do not follow the “lumi- 
nous” signs of the social classes which rise or demonstrate, or of the individuals like MATEI Alexan- 
dru, but constituting distinct historical factors “awakened” to the reality of their own interests strive to 
accomplish those class interests, to determine the human society to follow their own “luminous” signs, 
symbolized by the “light”. [42] They do not rest satisfied with the “abundance” [42] in which there live 
their members “awakened” to the reality of their egoistic interests, but endeavor to appropriate the 
“abundance” of goods and values created by the society, and to utilize them for the attainment of the 
absolute control over the whole human society, symbolized by the “all-seeing-eye”, [42] and the per- 
petual keeping of that control, symbolized by the “eternal circle”, [42] and to defend it by locking 
themselves up in “pyramids”, [42] “fortresses”, [12] “castles” [77] or “palaces” [78] [44] [50, minute 1] 
[12, minute 57] [77] [78] 
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out of reach to humans who are not their members, in the first place in their secrecy. {Note: On the 
fourth photo from the left, it is visible the Kransberg Castle of the Adlerhorst complex near Langen- 
hain-Ziegenberg, Germany, [77] [30] which was one of the secret residences of Adolf Hitler, in my 
conception the most important member of the german national secret political organization at that time. 
On the fifth photo from the left, it is visible the big building which was unawares or concealingly 
named or presented as “Putin’s Palace” of the compound and estate of presumably the russian national 
secret political organization on a hill on the coast of the Black Sea, near Gelendzhik, the Russian Feder- 
ation, in my conception Vladimir Putin being the most important member of the russian national secret 
political organization at present. This presumption is corroborated by the presence on the gate of the 
palace of a metallic two-headed and crowned eagle, of which image has been an insignia of both the 
Russian Federation and the Russian Empire, [30] [78] and which i consider to be a symbol of the rus- 
sian national imperialism.} This is in what resides the major national secret political peril of the exis- 
tence and actions of the national secret political organizations. 
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On his run-away, Ilarion CIOBANU as “Ghinda” kills other two franklins, [12, minutes 58 and 59] 
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but he is finally captured, and interred alive: [12, minute 68] 





This can be construed as having been a formulation of the approximate personal secret political pro- 
graming message to MATEI Alexandru: “If you engage in actions against the romanian communist 
party and state, you shall be interred alive,” what metaphorically can mean that his acting career would 
be ceased, and his case would become a case at the Securitate, namely he would be persecuted by it in 
all domains of life. At the same time, in the light of the presumed quality of propagandistic representa - 
tive of the romanian national secret political organization in particular, and the national secret political 
organizations in general of Ilarion CIOBANU, as well as the quality of victors of history of the 
franklins, the scene can also symbolize the losing of the historical emulation between the national se- 
cret political organizations as conservers and promoters of the “nations” and national states defined and 
created by them, and the progressive social forces promoters of the universal human values. 
The “big-eyed” [20, minute 40] Ioana DRAGAN as “Ioana” [12, minute 30] 





is recurring from the film entitled “Neamul Soimarestilor’ (The Kindred of the Soimaresti’s) of 1965, 
[31, minutul 96] 





in both films having acted the role of a lover of a leading character, what substantiates the presumption 
that she was chosen for a personal secret political wife candidate to MATEI Alexandru, in conformity 
with his known or presumed tastes. This is corroborated by that her film entitled “Neamul 
Soimarestilor” (The Kindred of the Soimaresti’s) of 1965 constituted her debut in her film career, [3] 
what refers to that she was drawn into films with the personal secret political purpose of going to wife 
to MATE] Alexandru, and of concealing this purpose of the romanian national secret political organiza- 
tion. Further, Stefan CIOBOTARASU [Read approximately: {te'fan tfobota'rafu.] as “Sendrea” [Read 
approximately: ‘fendrea.] [3] is recurring from the same film, in both films having acted the role of a 
leading figure of the group to which the character of MATEI Alexandru belonged. These parallels refer 
to that the films of MATEI Alexandru were means of the personal secret policy relative to him of the 
romanian national secret political organization. 


2.16. The film entitled “Facerea lumii” (The Creation of the World) of 1971 


The film entitled “Facerea lumii” [Read approximately: 'fatferea 'lomi. In the english language: The 
Creation of the World.] of 1971 designates the introduction of the communism in Romania with the re- 
ligious term “creation of the world”. In this propagandistic framework, MATEI Alexandru as the presi- 
dent of the trade union — character recurring from his film entitled “Cartierul veseliei” (The Quarter of 
Merriness) of 1964 — “Anghel” [Read approximately: 'Anghel.] first appears in the film just after the 
sentences uttered by other characters: “My god, this is the end of the world.” says the manager and 
owner of a printing works. / “Maybe, it is its beginning,” remarks Colea RAUTU [Read approximately: 
‘koleA ra'oto.] as the printer and communist trade-union activist “Filipache”: [Read approximately: 
fili‘pAke.] [13, minute 25] 
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This can be construed as having expressed and programed the conception of the romanian national se- 
cret political organization that MATEI Alexandru as a potential communist or non-communist political 
leader was able to create a “new world”. [19, minute 23] 

As distinct from “Ghinda”, a character through which Ilarion CIOBANU was required to dream of 
the crown in the middle ages in the film entitled “Razboiul domnitelor’ (The War of Princesses) of 
1970, in this film, in the “new world” [19, minute 23] of the romanian national communism of the sec- 
ond half of the decade 1940 presented propagandistically, he appears in the foreground in the mass of 
the demonstrating workers, [13, minutes 58 and 58] 
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who ,,just began to see clearly”, [13, minute 20] therefore they were already “awakened”, [42] then he 
represents the act of nationalization before the owner “dispossessed” [13, minute 99] of the printing 
works, representing the ,,capitalists”, [13, minute 98] 





what can be presumed to have been manifestations of that the originator of the “creation of the world” 
of the romanian national communism was the romanian national secret political organization. 
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This film continues implementing the personal secret political guideline of forcedly amatorily relat- 
ing MATEI Alexandru with women begun with his film entitled “Razboiul domnitelor” (The War of 
Princesses) of 1970. The manager of the printing works calls MATEI Alexandru as “Anghel” in his of- 
fice for a discussion, he is offered a drink, he accepts it, but the manager says his woman secretary 
“Irma” [Read approximately: 'irmA.] acted by Marga BARBU: [Read approximately: 'mArgA 'bArbvu.] 
[3] “You clink with Mr. Anghel. I am tired”: [13, minute 26] 





The showing of the manager between them can be construed as having been a formulation of the ap- 
proximate personal secret political programing message: “The primary condition of our making you a 
leader is your entering into a sexual relation with a woman.” It is characteristic that he was required to 
look into the eyes of the woman secretary intensely — just like Alexandru HERESCU as “Ion” had 
acted for a paragon to him in the film entitled “Razboiul domnitelor” (The War of Princesses) of 1970 
— presumably for an instruction of how to initiate a sexual relation with a woman: [13, minute 25, 26 
and 26] 
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In a presumed example to MATEI Alexandru of how to win the heart of a woman, Liviu CIULEI 
[Read approximately: 'livio tfo'ler.] as “Manicatide” [Read approximately: manika'tide.] [3] also uti- 
lized the method of looking in relation to Irina PETRESCU [Read approximately: i'rina pet'resk0.] as 
“Eva” successfully: [Read approximately: 'evA.] [13, minutes 28, 28 and 67] 





228 





MATEI Alexandru as “Anghel” was required to use the method of looking in an inn in relation to 
“Gabi” resembling “Irma”, acted also by Marga BARBU: [13, minutes 38, 39 and 41] 
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MATEI Alexandru as “Anghel”, through the mediation of a colleague, contacts “Irma”: [13, minute 
42] 
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Marga BARBU as “Irma” appears to have excited him to an off-screen sexual relation with herself: [13, 
minute 43] 





That the characters “Irma” and “Gabi” were both acted by Marga BARBU, [3] also substantiates the 
presumption that she had been chosen for a personal secret political wife candidate to MATEI Alexan- 
dru, in conformity with his known or presumed tastes. Otherwise, her wife candidacy to him had pre- 
sumably been programed already with the film entitled “Cartierul veseliei” (The Quarter of Merriness) 
of 1964 by his character name “Barbu”. 
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Corroborated with his character name, it can be presumed that Virgil OGASANU [Read approxi- 
mately: vir'd3il oga'fAnv.] as ,,Matei”, who ,,was speaking, speaking, speaking”, [13, minute 18] gave 
MATEI Alexandru the method of speaking for an example of winning the heart of a woman, success- 
fully as well: [13, minutes 90 and 90] 


~~ | 





233 


Accordingly, the “big-eyed” [20, minute 40] Irina PETRESCU also must have been chosen for a per- 
sonal secret political wife candidate to MATEI Alexandru, in conformity with his known or presumed 
tastes: [13, minute 11] 





Shortly after the completion of the formalities of the nationalization of the printing works, there ap- 
pears MATEI Alexandru as “Anghel” saying: “Why didn’t you inform me?!” At that moment, he was 
related with Ilarion CIOBANU remarking: “There has come our deaf as well”: [13, minute 100] 





This could be an ironic reference to the failure of MATEI Alexandru to have followed the examples set 
with Ilarion CIOBANU. To the failure of MATEI Alexandru to have taken the self-assertion occasions 
offered by the personal secret policy relative to his person of the romanian national secret political or- 
ganization generally, there could refer the remark of Colea RAUTU as “Filipache”: “Anghel, you have 
lost this train.” [13, minute 100] 
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Owing to the presumed dissatisfaction with MATEI Alexandru of the romanian national secret politi- 
cal organization, with this film it could implement its juristic- and moral-degradation and depravation 
personal secret political guideline with that he as “Anghel” “no longer likes his wife, and forgets about 
his children”, [13, minute 42] he asks the girls in the bindery to go to bed with him, [13, minute 64] 
drinks, [13, minute 63] and steals. [13, minute 85] 

The character name “Anghel” of MATEI Alexandru further corroborates the presumption that the 
ethnical and the national secret political organizations regularly consider it “angels” at least a certain 
category of persons chosen or “manufactured” [37] by them. In this way, the hungarian poet in Roma- 
nia Domokos SZILAGYI [Read approximately: 'domokof 'sila:gji.] — presumably an agent of the hun- 
garian ethnical secret political organization in Romania — refers to presumably Elizabeth Adam with 
the word-group “little angel with a long chemise”; [37] the first name of Angelina Jolie is a diminutive 
form of the first name “Angela”, which derives from the greek equivalent of the word “angel”, in this 
way reflecting her american national secret political status and her quality of “little angel” conferred 
and respectively “manufactured” by the american Illuminati; Marilyn Monroe was required to act the 
character named “Angela” [30] with her film entitled “The Asphalt Jungle” of 1950; and Sharon Tate 
and Marilyn Monroe were both assassinated after their moving to Los Angeles. 


2.17. The television film entitled “Minunata pantofareasa” 
(The Wonderful Woman Shoemaker) of 1971 


ae? 


In the television film entitled “Minunata pantofareasa” [Read approximately: minoU'nAta 
pAntofa'reAsa. In the english language: The Wonderful Woman Shoemaker.] of 1971, MATEI Alexan- 
dru was required to act the role of a mayor: [59, minutes 18, 34 and 38] 


1a ania 


RELUARE 
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V/> 
I. , i 
mania 


RELUARE 


WW? 


RELUARE 





His this role is recurring from his stage-play entitled “Milionarii” (The Millionaires) of 1961. [3] This 
can be construed as an expression and programing of the interest of the romanian national secret politi- 
cal organization in utilizing him politically in general, and in the function of mayor in particular. 
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With this film, MATEI Alexandru was amatorily related with Coca ANDRONESCU [Read approxi- 
mately: 'kokA Andro'neskv.] as “woman shoemaker”: [59, minutes 30, 30, 30, 31, 32 and 32] 


WA? 


RELUARE 


Tn 


RELUARE 





2o/ 


La 


RELUARE 


Te 


RELUARE 
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lv. 


RELUARE 


: jb 


RELUARE 





This substantiates the presumption that Coca ANDRONESCU was chosen for a personal secret politi- 
cal wife candidate to MATEI Alexandru, in conformity with his known or presumed tastes. 
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On her part, Coca ANDRONESCU as “woman shoemaker” was related with a boy character: [59, 
minute 39] 


RELUARE 





This can be presumed to have expressed and programed the need for MATEI Alexandru’s son of the ro- 
manian national secret political organization. 

MATE! Alexandru as mayor says: “I remained a widower four times.” [59, minute 12] This can be 
presumed to have referred to that the need for MATEI Alexandru’s children of the romanian national 
secret political organization was so great that it was even ready to concealedly murder his wives. 

The presumed interest of the romanian national secret political organization in the repeated marriage 
of MATEI Alexandru had presumably been programed already with his film entitled “Cartierul 
veseliei” (The Quarter of Merriness) of 1964, in which in a scene of reading the hand of Ilarion 
CIOBANU as “Gheorghe” [7, minute 5] 
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“Cecilia” [Read approximately: tfe'tfilia.] concludes: “You shall have four wives, and with each wife 
you shall have four children, and from each child you shall have four grandchildren.” [7, minute 5] 


2.18. The film entitled “Ultimul cartus” (The Last Cartridge) of 1973 


In the film entitled “Ultimul cartus” [Read approximately: 'vltimol kar'tos. In the english language: 
The Last Cartridge.] of 1973, MATEI Alexandru was required to act the role of an agent of “the german 
intelligence service specialized in romanian problems” [14, minute 52] by name “Reisenauer” hiding in 
Romania in 1946 under the false identity of a monk by name “Serapion”: [Read approximately: 
serApi'on.] [14, minute 46] 
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His this role refers to that with the around 16 years of his film career, utilizing his films for means of its 
personal secret policy relative to him, the romanian national secret political organization had achieved 
no results on the merits by the implementation of the woman-relations and ideological personal secret 
political guidelines, and to its conjecture that behind his presumed sexual continence and irresponsive- 
ness to the nationalist and communist ideological brainwashing, re-education and indoctrination there 
was hiding a potential servant of a foreign state. 

Besides having been required to act an ethnically and nationally german character, MATEI Alexan- 
dru as “Reisenauer” was also required to speak the german language. [14, minute 69] Corroborated 
with that he appears not to have used his acting in the french film entitled “Les fétes galantes” (The 
Gallant Entertainments) of 1965 [3] for establishing a relation on the merits with France and the french 
society, these aspects of the film can be presumed to have been results of suspecting and searching the 
potential german ethnical and national affinity of MATEI Alexandru by the romanian national secret 
political organization. 
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MATEI Alexandru was apparently related with Ilarion CIOBANU through Sebastian PAPAIANI as 
“Tlie OARCA”, [Read approximately: i'lie 'oArke.] a peasant character like MATEI Alexandru had 
acted several times, and looking like MATEI Alexandru to the point of creating his appearance, who 
persistently tries contacting Ilarion CIOBANU as the police constable “Roman”, [Read approximately: 
‘romAn.] following him to the court, on the tram, and to missions, initially being refused by him with 
the sentence: “What do you want, you human. Leave me to the devil alone,” [14, minutes 3-4] the word 
“human” referring to the non-nationalist and humanist nature of MATEI Alexandru: [14, minutes 3, 3, 
13, 22, 22, 23, 26 and 26] 
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It can be presumed that this series of scenes had been meant to approximately program MATE] Alexan- 
dru: “You should follow Iarion CIOBANU in all aspects, otherwise you shall continue to be placed in 
a subordinate social position generally, and get secondary film roles particularly.” 
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The scene in which Ilarion CIOBANU as the constable “Roman” receives on the tram a christmas 
chanting song from a group of children, [14, minute 23] 





in connection with the scene of the film entitled “Rascoala” (The Uprising) of 1965 in which a group of 
children chant at the boyar, [2, minute 32] 





could be a formulation of the approximate national secret political message to the public: “Ilarion 
CIOBANU, both in his real life, and in his films referring to the socialist Romania, represents the 
avant-garde, the ‘peak of the pyramid’ of the romanian nation.” 
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Ilarion CIOBANU as the constable “Roman” — this name presumably having programed that he 
was in the service of the romanian nation and state, of which security organ “had absolute trust in him” 
[14, minute 52] — in his fervor of creating the new world of the romanian national communism enters 
into a conflict of competence with the Siguranta, [Read approximately: sig'rAntsa.] [Note: The secu- 
rity organ of the romanian state immediately after the second world war.] and he “can be saved from 
that complication only by the good and righteous god”, [14, minute 43] namely by the romanian na- 
tional secret political organization, symbolized with Ernest MAFTEI [Read approximately: ‘ernest 
mAf'teI.] as uncle ,,Dragan”, constable of the Siguranta, in a “significant” [81, minute 3] manner risen 
to his feet beside Ilarion CIOBANU as the constable “Roman” sitting: [14, minute 43] 





Their high social position was expressed and programed with that the viewer have had to look up at 
them. It can be “significant” [81, minute 3] that the head of Ilarion CIOBANU was on-screen associ- 
ated with an electric bulb being on, what can be construed as having been a formulation of the approxi- 
mate programing message addressed to the public by the romanian national secret political organiza- 
tion: “The person and roles of Ilarion CIOBANU represent luminous signs of orientation for the roma- 
nian nation,” just as in the film entitled “Razboiul domnitelor’ (The War of Princesses) of 1970, in 
which he had been associated with a lit torch. The romanian national secret political organization as the 
“god the father” of the romanian nation in general, and of Ilarion CIOBANU in particular, “saves” its 
“son”, [14, minute 43] bearer of its luminous signs of orientation, by “punishing” him with taking him 
out of the “distinguished medium which he frequents”, [14, minute 43] and sending him to a monastery 
under cover, as the monk named “Avacum” [Read approximately: A'vAkom.] from the monastery Pust- 
nicul [Read approximately: 'postnikul.] burnt down in 1944, [14, minute 53] with the mission of serv- 
ing it as the “good and righteous god” by finding out whether MATEI Alexandru as “Reisenauer” has 
been hiding there. 
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MATEI Alexandru was first related with Ilarion CIOBANU, as the constable “Roman” disguised as 
the monk “Avacum”, at the monastery: [14, minute 56] 














They were secondly related when after a car pursuit MATEI Alexandru as “Reisenauer” is captured 
by Ilarion CIOBANU as “Roman”: [14, minutes 77 and 77] 
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Their spatial position expressed and programed the higher not only film-artistic, but also national secret 
political status of Ilarion CIOBANU. As such, this film refers to that Ilarion CIOBANU could partici- 
pate in the control by the Securitate of MATEI Alexandru. 


2.19. The film entitled “Portile albastre ale orasului” 
(The Blue Gates of the Town) of 1973 


With the film entitled “Portile albastre ale orasului” [Read approximately: 'portsile Al'bAstre Ale 
o'rAfuloj. In the english language: The Blue Gates of the Town.] of 1973, the romanian national secret 
political organization presumably continued suspecting and searching the potential german ethnical and 
national affinity of MATEI Alexandru, begun with the film entitled “Ultimul cartus” (The Last Car- 
tridge) of 1973, when in the role of the romanian colonel “Caragea” [Read approximately: kA'rAd%ea. ] 
he was related with two german officers in 1944, during the second world war: [15, minute 35] 
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In a common mission, a romanian soldier intentionally kills a german soldier. His witness fellow-in- 
arms agree to cover his deed, pretending that the german soldier left his post westwards. German offi- 
cers require MATEI Alexandru as colonel “Caragea” to hand over the concerned romanian soldiers for 
a german investigation. He calls in them, and shortly investigates the case in their presence: [15, minute 
33] 
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After his investigation, MATEI Alexandru as colonel “Caragea” refuses the handing over, and de- 
fends the romanian soldiers, saying: “It has not been proved that there are justified suspicions to accuse 
the romanian artillerists. Who can tell us that your gunman did not desert. Or it is possible that he has 
been closeted in a house with a woman, etc. Why must we necessarily believe that he was eliminated?! 
And just by our artillerists?! I don’t understand what motive they could have had to do it”: [15, minute 


35] 
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After three days of investigation, MATEI Alexandru as colonel “Caragea” calls in the witness corpo- 
ral, saying: “You don’t even realize what peril you have gone through. Let’s hope that also others, big- 
ger than us, will proceed just like me. But tell me, what did you do? Do you trust me?” / “Mr. colonel, i 
realize that you saved us. But we don’t know what happened with the german gunman.” / “You killed 
him. It is clear, you killed him. But i am curious to know why.” / “We didn’t kill him, Mr. colonel.” / 
“Don’t you trust me?” / “I do, Mr. colonel. But why to say what was when it was not”: [15, minutes 36- 
37] 





Besides searching the potential german ethnical and national affinity of MATEI Alexandru, these 
scenes were presumably also meant to increase his romanian ethnical and national affinity within his 
nationalist and communist ideological brainwashing, re-education and indoctrination, and to let him 
know that the romanian national secret political organization still did not trust him. 

Ion CARAMITRU [Read approximately: jon kArA'mitrv.] as “Serbanescu”, [Read approximately: 
Serbo'nesko.] a soldier at the above-mentioned unit of gunners being in permission of absence, “has a 
hobby, card-playing.” [15, minute 39] During a game, a player gets out of patience, and threatens him: 
“You’ll lose all you have won, even the drawers from you ... You should know that i either get into the 
prison, or will fleece you.” [15, minutes 43-44] Ion CARAMITRU as “Serbanescu” wins a big sum of 
money, the equivalent of several monthly salaries: [15, minute 47] 
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His flurried colleague threatens him with the pistol as well, saying him: “Let the money, because i’ll 
kill you”: [15, minute 47] 
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but he manages to disarm him. Finally, he loses his life in battle. A fellow-in-arms of his, having found 
the money won by him, says: “What a money he has won, the poor one”: [15, minute 87] 





The scenes of Ion CARAMITRU as “Serbanescu” can be construed as reflecting the pecuniary-control 
guideline of the personal secret policy relative to MATEI Alexandru of the romanian national secret po- 
litical organization of keeping him in relatively narrow material circumstances with the secondary roles 
ensured him in films. As a possibility of obtaining relative big sums of money, but at the same time a 
possibility of loosing even all his material properties, with this film it programed him the idea of poker- 
game, which was also suitable for concealing his assassination with a potential personal conflict pre- 
tendedly resulted from it. Otherwise, the programing message of the poker-game is recurring from his 
film entitled “Facerea lumii” (The Creation of the World) of 1971, in which Liviu CIULEI as “Mani- 
catide” also “fleeces” [13, minute 74] in poker the owner of the printing works: [13, minute 75] 
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The film entitled “Portile albastre ale orasului” (The Blue Gates of the Town) repeated in a more 
elaborate manner the presumed metaphoric message formulated with the notion of “train” relative to 
the self-assertion in the communist Romania of MATEI Alexandru in the film entitled “Facerea lumii” 
(The Creation of the World) of 1971. In this film, however, it referred to his expected foreign self-as- 
sertion possibilities, after the romanian national secret political organization established the ineffi- 
ciency of his nationalist and communist ideological brainwashing, re-education and indoctrination ex- 
pressed and programed with the film entitled “Ultimul cartus” (The Last Cartridge) of 1973. After hav- 
ing played poker, lon CARAMITRU as “Serbanescu” comes to know that he has lost his home and 
closest folks in an air bombardment of Bucharest. He goes to a restaurant at the North Station, [In the 
romanian language: Gara de Nord.] and apparently plans to leave Romania with the money he won, 
saying the waiter: “Till my train comes, please bring me the best wine you have. And please take care 
of my train.” / “Don’t care about it. Stay calmly. I will inform you when your train comes.” And he 
says himself: “Because i must go to other dreamed countries, and my train comes only once. If i has 
lost it, adieu”: [15, minute 52] 
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In the light of the above presumed message, the french film entitled “Les fétes galantes” (The Gallant 
Entertainments) of 1965 [3] appears to have been the one and only “train” offered by a foreign national 
secret political organization to MATEI Alexandru, namely the french one, for his self-assertion in the 
“dreamed country” of France, but he failed to take the opportunity of the “gallant entertainments” run- 
ning with that film, and contact a french woman on the merits, as a precondition of his self-assertion in 
France. 

Later, a guest sitting at another table says Ion CARAMITRU as “Serbanescu”, ironically: “Hey, your 
train left a long time ago. Your train has gone. ... There is nothing to do, you have lost it. Every human 
has a train, and some catch it, others miss it”: [15, minute 75] 
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Ion CARAMITRU as ,,Serbanescu” fires a pistol at the guest, whereupon another guest says: ,,He’s 
mad. ... Stop him!” [15, minute 75] In the framework of the presumption that the role of Ion 
CARAMITRU has represented under certain aspects and in a certain measure a potential path of life of 
MATE! Alexandru fabricated by the romanian national secret political organization, the above respec- 
tive sentence can be considered to have been a programing of the fabricated conception of the “mad- 
ness” of MATEI Alexandru. 

Otherwise, the image of train appears or is referred to relatively frequently in the films of MATEI 
Alexandru. Presumably, it was subordinated to or constituted a part of the personal secret political pro- 
graming messages formulated with the notion of “train” addressed to him. 

In this way, in the film entitled “Un surds in plina vara” (A Smile in Mid-Summer) of 1963, Sebas- 
tian PAPAIANI as “Fanita” — a character inspired by and reflecting certain aspects of the potential 
personality and actions of MATEI Alexandru, as conceived by the romanian national secret political or- 
ganization — was twice related with a train while being related at the same time with his girlfriend as 
well: [8, minutes 12, 12, 93 and 93] 
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This can be construed as having been a formulation of the approximate personal secret political pro- 
graming message to MATEI Alexandru: “If you contact a proper woman on the merits, you shall catch 
the train of your consummate self-assertion in the socialist Romania.” 

The film entitled “Cartierul veseliei” (The Quarter of Merriness) of 1964 refers to the notion of 
“train” with images and hootings of locomotive several times: [7, minutes 1 and 113] 
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In the film entitled “Rascoala” (The Uprising) of 1965, a group of peasants led by MATEI Alexandru 
as “Serafim MOGOS” travel to Bucharest by train, the film only showing them coming out of the sta- 
tion, while several hootings of train can be heard: [2, minute 43] 
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On their returning, MATEI Alexandru is shown at the station in Bucharest, the camera is trained on 
Ilarion CIOBANU, then there are presented images of and from the train, while the voice of Ilarion 
CIOBANU as “Petre” can be heard reading out from a newspaper: [2, minutes 51, 51, 51, 51 and 52] 
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This sequence of images and sounds can be construed as having been a formulation of the approximate 
personal secret political programing message to MATEI Alexandru: “If you follow Ilarion CIOBANU, 
you shall catch the train of your consummate self-assertion in the socialist Romania.” 

In the film entitled “Canarul si viscolul” (The Canary and the Snowstorm) of 1969, in continuing 
carrying out the underground communist mission of the character acted by MATEI Alexandru, Florin 
GABREA as “Oprea DOBRICA” travels by train: [11, minutes 9 and 10] 
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In the film entitled “Ultimul cartus” (The Last Cartridge) of 1973, Ilarion CIOBANU as the consta- 
ble “Roman” carries out an extensive anti-criminal operation in a railroad station: [11, minutes 8, 12, 
12 and 14] 
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This can be construed as having been a formulation of the approximate personal secret political pro- 
graming message to MATEI Alexandru: “You shall have such self-assertion opportunities, if you follow 
the examples of Ilarion CIOBANU.” 


2.20. The radio stage-play entitled “Dimitrie CANTEMIR” of 1973 


The moldavian historic theme of the radio stage-play entitled “Dimitrie CANTEMIR” [Read approx- 
imately: dimit'rie kAnte'mir.] of 1973 is recurring from the film of MATEI Alexandru entitled “Neamul 
Soimarestilor” (The Kindred of the Soimaresti’s) of 1965, his television film entitled “Apus de soare” 
(Sunset) of 1968, and his film entitled “Razboiul domnitelor” (The War of Princesses) of 1970. Its sim- 
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ilar function of arousing or cultivating and reinforcing the patriotism of MATEI Alexandru was mainly 
carried out with the words of Val SANDULESCU [Read approximately: val sondu'lesku.] as “Dim- 
itrie CANTEMIR”, the representative to Istanbul of the dominator of Moldavia “Antioh CANTEMIR”, 
his brother: “I always yearn for my country. I love its plains and hills, forests and rivers. The mountains 
of Moldavia seem to me wonders of the nature.” [74, minute 10] 

The presumed need of the romanian national secret political organization for utilizing MATEI 
Alexandru politically was expressed and programed also with the words of Val SANDULESCU as 
“Dimitrie CANTEMIR”, who was to be the dominator of Moldavia for around eight months between 
1710 and 1711: “The romanian people needs a great and kind-hearted leader.” [74, minute 6] 

In this radio stage-play, MATEI Alexandru was required to act the ambassador of Russia to Istanbul, 
the count “Lev TOLSTOY”. He is present at the discussion held in the house of Val SANDULESCU as 
“Dimitrie CANTEMIR” on the coast of the Bosporus, when he pronounces the above statements. 


2.21. The film entitled “Conspiratia” (The Conspiration) of 1974 


The film entitled “Conspiratia” [Read approximately: konspi'rAtsiA. In the english language: The 
Conspiration.] of 1974 continues the film entitled “Ultimul cartus” (The Last Cartridge) of 1973 with 
Ilarion CIOBANU as “Mihai ROMAN” and MATEI Alexandru as “Reisenauer”. With this film, how- 
ever, MATEI Alexandru was programed to collaborate with the authorities of the romanian communist 
state through Ilarion CIOBANU as the constable “Roman” saying him: “After 23 august 1944, you re- 
ceived the mission to make us the network.” / “When i had the pleasure of getting acquainted with you 
at the monastery.” / “Yes. If you hadn’t met me, but Horia BANICIU, [Read approximately: ‘horiA 
ba'nit{io.] {Note: A commander of the Iron Guard. [In the romanian language: Garda de Fier.]} the 
password was ...” / “Ein Mann.” / “And the answer ...” / “Und Feuer.” / “Exactly. Mr. Reisenauer, you 
have the occasion of using this password. I hope, i am convinced that you will not refuse to 
collaborate”: [16, minute 33] 
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Immediately after the last word of Ilarion CIOBANU, there appears on the screen the indicator of a 
balance with the inscription: “Stay calmly” [16, minute 33] 





— namely the same sentence which the waiter said among others to lon CARAMITRU as “Serba- 
nescu” in the film entitled “Portile albastre ale orasului” (The Blue Gates of the Town) of 1973 — and 
the hooting of a train can be heard, these presumably having formulated the approximate personal se- 
cret political programing message to MATEI Alexandru: “When there arises such an opportunity of 
your collaboration with the state, you should not stay calmly, but catch the train of that self-assertion 
opportunity, which can determine the evolution of all your life.” For a reinforcement of the programing, 
the Iron-Guard member character “Varlam” [Read approximately: vAr'lAm.] — who presented himself 
at the romanian communist authorities for collaboration of his own free will — is shown “catching”, 
traveling on, and getting down from a train as a secret agent of the romanian communist regime: [16, 
minute 54, 55 and 56] 
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His girl-friend made up her mind to accompany him, what can refer to that the meaning of the word- 
group “catch the train” of the above personal secret political programing message also includes a rela- 
tionship with a proper ethnically and nationally romanian woman. 

In his last scene, MATEI Alexandru was again related with Ilarion CIOBANU as his personal secret 
political paragon: he as the commander “Reisenauer” carries out the required act of collaboration with 
the romanian communist state under the direct supervision of Ilarion CIOBANU as “Roman” disguised 
as his driver: [16, minute 36] 
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These scenes refer to the intention of the romanian national secret political organization to utilize 
MATE! Alexandru through its Ceausescu regime despite its suspicion relative to his real or potential 
foreign ethnical and national affinities. 

In this film, there is recurring also the couple Ernest MAFTEI-Ilarion CIOBANU from the film enti- 
tled “Ultimul cartus” (The Last Cartridge) of 1973, having expressed and programed the national secret 
political status of romanian national “Jesus Christ” of Ilarion CIOBANU: [16, minute 10] 


fe 
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The programing of the biblical relation “father-son” between the romanian national secret political 
organization and Ilarion CIOBANU of the film entitled “Ultimul cartus” (The Last Cartridge) of 1973 
was reinforced with the scene in which after a successful operation of Ilarion CIOBANU as the consta- 
ble “Roman” Emest MAFTEI as the constable “Dragan” says him: “I congratulate you, son”: [16, 
minute 79] 


Te felicit"baiete. 





2.22. The film entitled “Elixirul tineretii” (The Elixir of Youth) of 1975 


The film entitled “Elixirul tineretii” [Read approximately: eli'gzirol tine'retsi. In the english lan- 
guage: The Elixir of Youth.] of 1975 appears to have been an implementation of the woman-relations 
guideline of the personal secret policy relative to MATEI Alexandru of the romanian national secret po- 
litical organization meant to instruct him about the functional dependence between love and age, that 
the amatory capacity decreases with age, and by this means to excite him to sexual relations with 
women with the purpose of self-concealingly making him “immoral and petticoat-hunter”, [23, minute 
11] and preserving his genetic potential to at least its own potential benefit. The role of a ballet-master 
required to be acted by MATEI Alexandru expressed and programed this intention and policy of the ro- 
manian national secret political organization. In this respect, it is to be mentioned that the notion of 
“ballet school” as a “source of women” had already been programed to MATEI Alexandru with his film 
entitled “Facerea lumii” (The Creation of the World) of 1971, in which Irina PETRESCU as “Eva” is a 
bellerina and a ballet-teacher: [13, minute 88] 
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It is to be mentioned that the presumed guideline of making MATEI Alexandru a “petticoat-hunter” 
[23, minute 11] of the personal secret policy relative to him of the romanian national secret political or- 
ganization appears to have already been expressed and programed with his television film entitled “Mi- 
nunata pantofareasa” (The Wonderful Woman Shoemaker) of 1971, in which Coca ANDRONESCU as 
“woman shoemaker” says: “In this market, one either becomes a nun, or a bitch.” [59, minute 19] The 
verb “become a nun” presumably expressed and programed in a manner and measure MATEI Alexan- 
dru’s attitude of “becoming a monk” towards this personal secret political guideline, which attitude had 
already been expressed and programed with his role of a monk in the film entitled “Ultimul cartus” 
(The Last Cartridge) of 1973. 

With this film, MATEI Alexandru was related with Florin PIERSIC, who as the professor “Titus RO- 
TUNA” [Read approximately: 'titUs ro'tonA.] discovers the elixir of youth, and having taken of it be- 
comes much younger, as well as who can be presumed to have been chosen as a new paragon to 
MATE! Alexandru — besides Ilarion CIOBANU — for instructing him how to contact women sexu- 
ally: [17, minute 49] 
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and with Anna SZELES, [17, minute 50] 





who can be presumed to have been chosen for a personal secret political wife candidate to him, just as 
with his film entitled “Canarul si viscolul” (The Canary and the Snowstorm) of 1969. 
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The romanian national secret political organization presumably utilized in this film the actor Marin 
MORARU, [Read approximately: mA'rin mo'rArv.] having acted an old man becoming young from the 
elixir of youth, for a double of MATEI Alexandru, [17, minutes 2 and 23] 


rv 


marin mofaru 
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with the purpose of fading and formulating personal secret political programing messages to him. In 
this way, relating him as an old man dancing and kissing with the actress and singer Stela POPESCU 
[Read approximately: 'stelA po'peskv.] can be construed as having programed MATEI Alexandru that 


she was chosen for a lifelong wife candidate to him, in conformity with his known or presumed tastes: 
[17, minutes 5, 5 and 5] 
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véleriu gheorghe 
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This construction is corroborated by the fact that Stela POPESCU as “Jeanine” has an old husband, and 
she says him: “You are again old. ... I love you so”: [17, minute 69] 
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Further, relating him as also an old man with Monica GHIUTA — recurring from the films entitled 
“Vremea zapezilor” (The Time of Snow) of 1966 and “Doi barbati pentru o moarte” (Two Men for One 
Death) of 1969 — could program MATEI Alexandru that she also had been chosen for a lifelong wife 
candidate to him: [17, minutes 75, 76 and 76] 
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As a militia woman, Monica GHIUTA was presumably meant to program that she was acting in the in- 
terest of the romanian communist state and the Ceausescu regime, and her facial expression can be con- 
strued as having expressed and programed the disillusionment of the romanian national secret political 
organization relative to the eventuality that MATEI Alexandru would never marry. 

Marin MORARU imitates MATEI Alexandru not only naturally with his facial expression, but also 
artificially with his beret: [17, minutes 81 and 82] 
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MATEI Alexandru wore — had presumably been required to ware — a beret in his films entitled 
“Cartierul veseliei” (The Quarter of Merriness) of 1964: [7, minute 89] 


7 
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“Canarul si viscolul” (The Canary and the Snowstorm) of 1969: [11, minute 2] 





“Facerea lumii” (The Creation of the World) of 1971: [13, minute 87] 


Q 
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“Femeia din Ursa Mare” (The Woman in the Great Bear) of 1982: [24, minute 5] 





“Muschetarii tn vacanta” (The Musketeers in Vacation) of 1984: [25, minute 30] 
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and “Enigmele se explica in zori” (The Enigmas Are Explained at Dawn) of 1987, [26, minute 31] 





as well as in his television films entitled “Jocul ielelor’ (The Dance of the Evil Elves) of 1982: [58, 
Part I, minute 7] 
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and “Siciliana” (The Sicilian) of 1984: [60, minute 85] 





This can be presumed to have been a reference to his suspected or known ideological affinity with 
Switzerland: [beret = svajcisapka (hungarian) = swiss cap] as a non-national and multiethnical state. 

In regard of his amatory relations in this film, MATEI Alexandru as “Toma” — his character name 
recurring from the film entitled “Razboiul domnitelor” (The War of Princesses) of 1970, with which he 
had been required to have forced amatory relations with a princess — was first related with his secre - 
tary in a forced manner, presumably for an instruction of how not to approach a woman amatorily: [17, 
minute 31] 
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Then he was instructed to use the method of dancing in winning the heart of a woman, in addition to 
the method of looking programed him for the first time with his film entitled “Facerea lumii” (The Cre- 
ation of the World) of 1971: [17, minutes 51 and 52] 
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The programing message of the methods of dancing and looking is recurring from his films entitled 
“Cartierul veseliei” (The Quarter of Merriness) of 1964: [7, minute 60] 
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The most intense amatory relations MATEI Alexandru was required to have with Melania CARJE 
[Read approximately: me'lAniA 'kir3e.] as the ballerina “Eleonora” [Read approximately: eleo'norA.] of 
18 years, who is so young because had taken of the elixir of youth: [17, minutes 56 and 57] 
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But in a short time, the effect of the elixir ceases, and when he runs after her, saying: “Word was that i 
would accompany you with my car. It is more pleasurable, isn’t it?”: [17, minute 58] 
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he stupefiedly sees that she has become much older, of 68 years: [17, minutes 58 and 58] 





presumably for him to become aware of that love depends on age, having programed him approxi- 
mately: “Contact Melania CARJE while she is young.” At the same time, these actions could also be 
meant to diminish the humanist MATEI Alexandru in his humanism by programing him approximately: 
“You love the body and not the spiritual human being of a woman.” 
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2.23. The televised stage-play entitled “Doctor fara voie” 
(Doctor without Volition) of 1975 


The televised stage-play entitled “Doctor fara voie” [Read approximately: 'doktor ‘fare 'voje. In the 
english language: Doctor without Volition.] of 1975 appears to reveal national secret political reasons 
of the case of MATEI Alexandru at the national secret political organizations. Although the character of 
“doctor” was acted by the actor Amza PELLEA, [Read approximately: 'Amza 'peleA.] certain features 
relative to it mentioned in the stage-play can be construed to have been secretly referred to MATEI 
Alexandru — by this means expressing, formulating and programing some of his real or potential 
features, for which he was chosen to be personally controlled by the romanian national secret political 
organization — because he was drawn in the stage-play as a character, and was related with Amza 
PELLEA as a “doctor” by asking him for a “devilry to brace up” [53, minute 61] his sick wife: [53, 
minutes 62 and 62] 
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Two characters are looking for a ,,wise human, ingenious doctor, who has mysteries”, [53, minute 
19] because several doctors proper did not manage to heal the daughter of their master. With the pur- 
pose of taking revenge on him, the wife of Amza PELLEA as a “doctor without volition” presents him 
to them in a false manner as “an extraordinary human, a very peculiar person, [53, minute 21] the most 
wonderful human in the world for the diseases without hope”, [53, minute 20] because “the heaven en- 
dowed him with wonderful gifts for the medical matters”. [53, minute 21] 

In the presumed secret reference of the above human features to MATEI Alexandru, the romanian na- 
tional secret political organization utilized the medical terms in a figurative sense, meaning by “dis- 
eases” certain social problems. In this way, such a “doctor” is suitable for solving relatively difficult so- 
cial problems, the reason why the national secret political organizations have been interested in utiliz- 
ing them in solving their problems. However, they need to keep such “doctors” under their strict con- 
trol, because uncontrolled they could solve social problems counter the interests of the national secret 
political organizations, so much the more as those themselves can be metaphorically qualified as secret 
social “diseases”. 

The romanian word-group “fara voie” has two relevant meanings: “without volition” and “without 
permission”. Accordingly, besides its open meaning, it can be presumed the existence of an occult 
meaning: while the character of Amza PELLEA becomes a “doctor without [his] volition”, the national 
secret political organizations fear that such humans could become “doctors without [their] permission”. 

There is a contrast between the open and the occult attitude of the romanian national secret political 
organization towards MATEI Alexandru with this televised stage-play: while occultly he is appreciat- 
ingly considered a potential “doctor”, openly he is implicitly depreciated as “not being able to speak”, 
[53, minute 64] suggesting and programing that: “MATEI Alexandru is a bad actor.” This expresses the 
interest of the romanian national secret political organization in not having allowed MATEI Alexandru 
to develop and assert his acting qualities with leading roles. 

In my above-expounded construction of the televised stage-play, i was inspired by my own case, be- 
cause the ethnical and the national secret political organizations have considered me a “doctor”, partic- 
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ularly in my creating and publishing my books about and relative to their existence and actions. 

By MATEI Alexandru having been required to act a character of father of his son and husband of his 
wife, the romanian national secret political organization presumably programed him its need that he 
married and procreated children, which implicitly refers to that at the level of the year 1975 he had still 
been “never married”. 


2.24. The televised stage-play entitled “Comoara din deal” 
(The Treasure in the Hill) of 1975 


In the televised stage-play entitled “Comoara din deal” (The Treasure in the Hill) of 1975, MATEI 
Alexandru was required to act the role of he first secretary of a county committee of the Romanian 
Communist Party: [54, minutes 42 and 55] 
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This can be construed as an expression and programing of the interest of the romanian national secret 
political organization in utilizing MATEI Alexandru in politics generally, and in the function of the sec- 
retary-general of the Romanian Communist Party particularly. This presumption is corroborated by that 
Nicu [Read approximately: 'niko.] CEAUSESCU, the son of Nicolae [Read approximately: niko'late. ] 
CEAUSESCU — expected by the public to become the political successor of his father — was required 
to take up the function of first secretary of the Sibiu [Read approximately: si'biv.] County Committee 
of the Romanian Communist Party from 15 october 1987. [57] 

Amza PELLEA — recurring from the televised stage-play entitled “Doctor fara voie” (Doctor with- 
out Volition) of 1975 — acted the mayor of the commune Mihai Viteazu [Read approximately: mi'haj 
vi'teAzv.] “Petre DINOIU”: [Read approximately: 'petre di'nojo.] [54, minute 21] 
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He wants to be substituted, because he does not consider himself qualified for solving the new prob- 
lems of the commune to be industrialized and so to become a new town, and considers that: “Our 
mayor’s office needs a building engineer”. [54, minute 14] Presumed as a paragon to MATEI Alexan- 
dru, his role can be construed as an expression and programing of the interest of the romanian national 
secret political organization in utilizing MATEI Alexandru in the function of mayor as well — an inter- 
est already expressed and programed with his stage-play entitled “Milionarii” (The Millionaires) of 
1961 [3] and his television film entitled “Minunata pantofareasa” (The Wonderful Woman Shoemaker) 
of 1971 — particularly in “building” a new town. 
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The vice-president character says MATEI Alexandru: “I would not advise you to disturb some per- 
sons with functions, with ... I do not think that it is in your personal interest”: [54, minute 54] 





This could be a personal secret political warning programing message addressed to MATEI Alexandru 
meant to control him from the point of view of the security of the romanian communist state and the ro- 
manian national secret political organization. 


2.25. The film entitled “Alarma in delta” (Alarm in the Delta) of 1976 


The film entitled “Alarma in delta” [Read approximately: A'larma in 'delto. In the english language: 
Alarm in the Delta.] of 1976 was an implementation of the juristic- and moral-degradation guideline of 
the personal secret policy relative to MATEI Alexandru of the romanian national secret political organi- 
zation with the role of a robber of “greek sculptures” [18, minute 21] required to be acted by him in this 
film: [18, minutes 3, 3, 16 and 67] 
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When they take the children captive, MATEI Alexandru as “Jean” says them: “Come with father,” 
[18, minute 17] which was presumably a reproachful self-programing of the need for his children pri- 
marily on the part of the romanian national secret political organization. 

His character name of french origin “Jean” refers to the need of the french national secret political 
organization for the person and services of MATEI Alexandru, just as the opportunity granted him to 
act in the french film entitled “Les fétes galantes” (The Gallant Entertainments) of 1965. [3] It is to be 
mentioned that besides the “musk thistle of Baragan” [1, minute 1] MATEI Alexandru the french na- 
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tional secret political organization had considered that there “were of some use for something” [5, 
minute 3] the “mess” [33, minute 102] of the United States of America Sharon Tate, particularly by 
having required her to act in the french short erotic films in the american film entitled “Valley of the 
Dolls” of 1967, as well as the “poisonous weed” [32, minute 55] of the United States of America Mari- 
lyn Monroe, particularly by having required her to co-act with the nationally french actor and singer 
Yves MONTAND in the american film entitled “Let’s Make Love” of 1960. 

MATEI Alexandru was for the first time presented as a “robber” with his film entitled “Rascoala” 
(The Uprising) of 1965, in which the boyar says him as the peasant “Serafim MOGOS” being at the 
head of the peasants wanting to “take the land” [2, minute 81] of the boyar before shooting him: “You 
shut up, robber! ... I?ll bring you to reason, robber!”: [2, minute 81] 





Then, in the film entitled “Facerea lumii” (The Creation of the World) of 1971, he as “Anghel” is sus- 
pected with stealing foodstuffs from the canteen. 

Taking into account also my personal persecutional experiences described in my book entitled “My 
Persecutions by the Ethnical and the National Secret Political Organizations”, it can be generalized that 
in implementing their personal secret policies relative to the humans qualified by them as inconvenient 
or dangerous the ethnical and the national secret political organizations endeavor to create the appear- 
ance or reality of their violating moral precepts and juristic laws. 


2.26. The film entitled “Ultimele zile ale verii” 
(The Last Days of the Summer) of 1976 


The film entitled “Ultimele zile ale verii” [Read approximately: ‘ultimele 'zile ‘Ale 'veri. In the eng- 
lish language: The Last Days of the Summer.] of 1976 is for the most part a means of the woman-rela- 
tions guideline of the personal secret policy relative to MATEI Alexandru of the romanian national se- 
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cret political organization. In this film, MATEI Alexandru was required to act the role of a building en- 
gineer — a notion recurring from the stage-play entitled “Comoara din deal” (The Treasure in the Hill) 
of 1975 — by name “Popovici”, [Read approximately: ‘popovit{.] which name reflects his presumed 
sexual continence in the real life: [Popovici —> pop (romanian) = priest]. 

With his first scenes, MATEI Alexandru as “Popovici” was programed how to sexually contact 
women on the train: [19, minutes 10, 10, 10, 15, 15 and 16] 
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He was required to part from the woman with the sentence: “I hope i’ll see you again,” [19, minute 16] 
with this presumably instructingly alluding to that all he did was that he “saw” the woman, and the 
probability of meeting her again was practically nil. 
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Accidentally, the woman “seen” on the train by MATEI Alexandru as “Popovici” is Maria ROTARU 
[Read approximately: mATriA ro'tArv.] — recurring from his film entitled “Canarul si viscolul” (The 
Canary and the Snowstorm) of 1969, in which she acted the wife of “Arhip”, a comrade of him as an 
underground communist activist, whom he was missioned to contact: [11, minute 23] 





— as “Elvira”, [Read approximately: el'virA.] a never-married friend of Cornel COMAN [Read approx- 
imately: kor'nel 'komaAn.] — recurring from his film entitled “Alarma in delta” (Alarm in the Delta) of 
1976, in which he acted the militia major “Vlad”, [Read approximately: 'vlAd.] who captures him as a 
robber: [18, minute 49] 
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as “Dinu BUNEA”, [Read approximately: 'dinb 'bUneA.] a never-married friend and subordinate co- 
worker of his, to whom he is traveling when “seeing” the woman: [19, minutes 18 and 18] 
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On the basis of this, it can be presumed that at the time of making the film MATEI Alexandru was not 
married yet, and his train scenes with the woman constituted a formulation of the approximate personal 
secret political programing message to him: “You are expected to either have casual sexual relations, or 
follow the example of ‘Dinu’, who finally marries ‘Elvira’, and so you’!l catch the train of your life”: 
[19, minutes 100 and 101] 
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Another example of “catching the train of life” was set with Ovidiu Iuliu MOLDOVAN [Read approxi- 
mately: o'vidiu 'jolio moldo'vAn.] as “Eugen” [Read approximately: eU'd3en.] and Adriana IONESCU 


[Read approximately: Adri'ana jo'nesku.] as “Luciana”: [Read approximately: lotfi'ana.] [19, minutes 
63, 63 and 63] 





305 





When he is informed about the coming of MATEI Alexandru as “Popovici” to the building ground, 
the driver of Cornel COMAN as “Dinu BUNEA” remarks: “I wonder whether he may still be having 
that attache-case of the last year: diplomat, protocol, tango ...” [19, minute 20] This sentence can be 
construed as having been a formulation of the approximate personal secret political programing mes- 
sage to MATEI Alexandru: “If you contact on the merits a proper woman, for example with the method 


of dancing, you shall be able to get on professionally as a diplomat of Romania”: [19, minutes 22 and 
34] 
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This programing message appears to recur from his television film entitled “Jocul de-a vacanta” (The 


Game of Vacation) of 1981. 
MATE! Alexandru as “Popovici” meets Cornel COMAN as “Dinu” in the office of that at the build- 


ing ground: [19, minute 21] 





The romanian national secret political organization reproachfully expressed and programed its dissatis- 
faction with the results achieved with MATEI Alexandru by having required him as “Popovici” to say: 
“The years elapse, and we are aging without saying [...] and it is not just.” [19, minute 21] In his brain- 
washing, re-education and indoctrination, he was required to refer to the three months of 1948 in which 
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he had to work as a worker at driving the tunnel Bumbesti-Livezeni, [Read approximately: bom'beftj 
live'zenj.] when they had sung: 


“Hey, hey-boom, [...] 
We are the shock-brigadiers ...”, [6] 


as follows: “In 1948, i dealt with the cultural problems. ... When we sang: 


‘Hey, hey, we are mounting, 
A new world we are building’”. [19, minute 23] 


While MATE] Alexandru as “Popovici” is singing these lines twice, the film shows magnified the facial 
expression of “Dinu” presumably having expressed and programed the suspicion and skepticism of the 
romanian national secret political organization relative to MATEI Alexandru: [19, minute 23] 





also expressed and programed with the lyrics of the song of the film: 


“Questions which have not yet received an answer, 
The heart has hidden all of them, 
As hatred hides beside desire ...” [19, minute 27] 


With this, at the same time, the romanian national secret political organization programed him its inten- 
tion of utilizing him in “building the new world” — which was termed “multilaterally developed so- 
cialist society” by the Ceausescu regime, then, after the mock revolution of december 1989, “original 
democracy” by the Iliescu [Read approximately: ili'esko.] regime — and which had also been pro- 
gramed to him with his film entitled “Facerea lumii” (The Creation of the World) of 1971 and his tele- 
vised stage-play entitled “Comoara din deal” (The Treasure in the Hill) of 1975. In this respect, the 
character first name “Dinu” can be presumed to have been manipulatingly inspired by the mayor char- 
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acter surname “Dinoiu” of the above-mentioned stage-play. 

Then, MATEI Alexandru was programed to marry and procreate children: “Are you still alone?” asks 
he. / “Still.” / “It is not good. I have big children.” [19, minutes 23-24] By saying: “Justice is given. ... 
They don’t give it to you, justice is worthless,” he as “Popovici” was required to express and program 
the endeavor of the national secret political organizations to monopolize justice generally, and his par- 
ticular case of benefiting by the “mercy” [31, minute 17] of the romanian national secret political orga- 
nization, which was expressed and programed also by Cornel COMAN as “Dinu”: “You had the right 
only when it was given to you. And it was given to you, thanks god,” [19, minute 24] by the word 
“god” certainly referring consciously or unconsciously to the romanian national secret political organi- 
zation. 

The role of the building engineer “Dinu BUNEA” can be construed as reflecting abstractly a class of 
potential paths of life of MATEI Alexandru. He built the “new world” [19, minute 23] of the Socialist 
Republic of Romania, was unmarried: [Dinu — di + nu — two + nu (romanian) = two + not, namely 
decoded approximately: “MATEI Alexandru is alone familially.”] inactive sexually and relatively aged: 
[Bunea — bun (romanian) + nea (romanian) = good + uncle, namely decoded approximately: “Uncle 
MATE! Alexandru is good morally.”] Even under such circumstances it appears to have been possible 
his more advanced professional self-assertion in the manner shown and programed with Cornel CO- 
MAN as “Dinu BUNEA”. He is called to the center to Bucharest, having symbolized and programed 
the romanian communist “power” [19, minute 80] in general. This can constitute for him an opportu- 
nity “to be made bigger”, [19, minute 80] a “catching of the train of his life”, [15, minute 75] symbol- 
ized and programed with his getting on the train: [19, minutes 82 si 82] 
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With his relatively rich experience and relatively advanced age, he can be appointed director-general, 
symbolized with this character, who called him and with whom he has a discussion, acted by a more 
aged person: [19, minute 84] 
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However, he decides to resign. Having heard this, Maria ROTARU as “Elvira”, who “has never asked 
him anything”, [19, minute 97] this time asks and convinces him to return to the building ground, [19, 
minute 97] 





and accompanies him as well, having fulfilled in this way all the personal secret political conditions of 
his future professional advancement. 

The last frames of the film can be presumed to have formulated the approximate personal secret po- 
litical programing message to MATE] Alexandru referring to his two major alternatives of path of life: 
“You shall either get a consummate self-assertion through a marriage with a proper ethnically and na- 
tionally romanian woman, or remain a musk thistle of Baragan”: [19, minute 101] 
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With the never-married character “Elvira”, Maria ROTARU can represent Paula MATEI, the second 
wife of MATEI Alexandru, who had also been never-married before having gone to wife to him in 
1992. [6] On the basis of the above facts and considerations, the “big-eyed” [20, minute 40] Maria RO- 
TARU can be presumed to have been chosen for a personal secret political wife candidate to MATEI 
Alexandru, in conformity with his known or presumed tastes. This presumption is corroborated by that 
in the film entitled “Canarul and viscolul” (The Canary and the Snowstorm) of 1969 she as the wife of 
“Arhip” appears to have indirectly excited MATEI Alexandru to an off-screen sexual relation: [11, 
minute 22] 





and the above-mentioned film constituted her debut in her film career, [3] what refers to that she was 
drawn into films with the purpose of going to wife to MATEI Alexandru, and of concealing this pur- 
pose of the romanian national secret political organization. 


2.27. The film entitled “Tufa de Venetia” (Bush of Venice) of 1977 


The film entitled “Tufa de Venetia” [Read approximately: 'tofe de ve'netsiA. In the english language: 
Bush of Venice.] of 1977 is composed of a series of seven short films with independent artistic 
contents. The resorting to this genre could be motivated by the need of the romanian national secret 
political organization to communicate a relatively great number of programing messages with MATEI 
Alexandru, because it was more efficient to do it with a number of short films than with a single long 
film. 

Films of such kind, of which making was presumably motivated by the economy of the personal se- 
cret political programing, also appear in the film careers of other persons qualified by the respective na- 
tional secret political organizations as unutilizable, inconvenient or dangerous researched by me. In this 
way, the film of Marilyn Monroe entitled “O. Henry’s Full House” of 1952 is composed of five artisti- 
cally independent short films, the film of Sharon Tate entitled “Valley of the Dolls” of 1967 parallelly 
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presents the independent stories of three friends, and the film of Angelina Jolie entitled “Playing by 
Heart” of 1998 parallelly presents the independent stories of several persons. 
In the first short film, entitled “Tase”, [Read approximately: 'tAse.] [20, minute 5] 





a character says: “From the professional point of view, he [Tase] has no future of journalist, he has no 
charm, he is a bush of Venice.” [20, minute 7] Construed to MATEI Alexandru, this sentence could be a 
formulation of the approximate personal secret political programing message: “You have not received 
leading roles in Romania, because you have no talent, you have no future of actor, you are a musk this- 
tle of Baragan. You should try ‘building the socialism’ [79, minute 12] [71, minute 19] in other fields. 
And if you emigrate, particularly to the dreamed country of Italy, on professional grounds, namely you 
will not serve the interests of the italian national secret political organization, as you have done in Ro- 
mania with me, you shall there be just a bush of Venice.” 
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The fact that George MIHAITA [Read approximately: 'd3eord3e miho'itso.] as “Tase”, despite his 
having been qualified as “bush of Venice” and nicknamed “Tufa”, [Read approximately: 'tofa. In the 
english language: Bush.] receives places of work in professional domains for which he has no qualifi- 
cation, and still carries out a professionally and pecuniarily successful career — expressed by his hav- 
ing been put on the honorary board, [20, minute 8] 





— and finally he reaches the point of asking for his pensioning off to avoid professional downgrading, 
presumably reflects the interest of the romanian national secret political organization in putting MATEI 
Alexandru to the test and utilizing his “genius incarnate” [4, minute 7] in diverse domains, and on 
higher and higher levels, culminating with politics and the supreme positions of party and state, and in 
discrediting him when he becomes unutilizable, in the implementation of its national secret political 
line of making the individuals contribute as much as possible to increasing the “national glory”, and 
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obtain in exchange as little as possible “individual glory”. This presumption is corroborated by the case 
of the couple Nicolae and Elena [Read approximately: e'lenA.] CEAUSESCU, in relation to whom, as 
its chosen for the head of the romanian communist party and state, the romanian national secret politi- 
cal organization implemented during their lives a personal secret policy of cult of personality, with the 
purpose of concealing itself and increasing its political power, and after their execution during the 
mock revolution of december 1989 it began a propaganda campaign presenting them as uneducated, 
namely the assertion of their personal secret political status of “bush of Venice”, with the purpose of 
concealing itself and minimizing their remaining social influence. 

Also, the film programed the flight of time by presenting George MIHAITA as “Tase” young work- 
ing, and old asking for his pensioning off, presumably with the purpose of urging MATEI Alexandru to 
do “something of use” [5, minute 3] the romanian national secret political organization: [20, minutes 6 
and 13] 
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The second short film, entitled “Infatisarea”, [Read approximately: infotsi'farea. In the english lan- 
guage: The Appearance.] [20, minute 14] 





could program marriage, by presenting wives and couples: [20, minutes 16 and 18] 
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and the flight of time, by presenting the aging husbands sitting in the same place, presumably symbol- 
izing the inactivity of MATEI Alexandru relative to the romanian national secret political organization: 
[20, minutes 19, 19 and 19] 
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The third short film, entitled “Tango”, [Read approximately: tan'go.] [20, minute 19] 





repeated the presumed programing message to MATEI Alexandru of the romanian national secret polit- 
ical organization formulated with the film entitled “Elixirul tineretii” (The Elixir of Youth) of 1975 
having it acted the same couple of actors, Anna SZELES as a personal secret political wife candidate to 
MATE! Alexandru, and Florin PIERSIC as a personal secret political paragon to him: { Note: In 1975, 
presumably as a result of their having acted together in the film entitled “Elixirul tineretii” (The Elixir 
of Youth) of 1975, Anna SZELES and Florin PIERSIC married. [3]} “If you contact on the merits a 
woman, as Florin PIERSIC did with Anna SZELES in the real life, using for example the method of 
dancing, as he does in the film, i will make you a top-rank actor like Florin PIERSIC”: [20, minute 20] 
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The tango dance theme is recurring from the films of MATEI Alexandru entitled “Vremea zapezilor” 
(The Time of Snow) of 1966, which asserts the “tango italiano”: [9, minutes 22 and 22] 
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and “Canarul si viscolul” (The Canary and the Snowstorm) of 1969: [11, minute 46] 





At the same time, the film also programed the idea of marital infidelity with Anna SZELES as wife 
finding a black hair on the jacket of Florin PIERSIC as her husband, this resorting to a tango to settle 
the difference: [20, minutes 22 and 22] 
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This short film has an outstanding value of corroborating the presumption that this film was specially 
made for MATEI Alexandru, and the metaphorical qualification “bush of Venice” refers to him. 

With the fourth short film, entitled “Carpeta”, [Read approximately: kar'peta. In the english lan- 
guage: The Carpet.] [20, minute 23] 
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the romanian national secret political organization programed its personal secret political guideline of 
having MATEI Alexandru married, and set an example to him of how to achieve marriage, by having 
presented a character acted by his actor double, Marin MORARU, marrying a woman after meeting her 
“absolutely accidentally” [20, minute 24] on the market, accompanying her, and inviting her to a con- 
fectionery: [20, minutes 24, 24 and 25] 





323 





At the same time, it also programed its personal secret political guideline of sticking to the “married” 
family status of MATEI Alexandru, by the character having two other wives not wanting to divorce him 
— what refers to the intention of the romanian national secret political organization of utilizing the ex- 
pected wife of MATEI Alexandru as a secret agent of its personal secret policy relative to him — its 
personal secret political guideline of having MATEI Alexandru criminalized, by presenting the charac- 
ter in the prison dressed in prisoner clothing — like that worn by the detainees during the Ceausescu 
regime — sentenced for bigamy, being visited by the third woman, his following wife: [20, minute 29] 
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and its personal secret political guideline of having its criminalization of MATEI Alexandru concealed, 
by presenting in a barred frame “Leonora”, [Read approximately: leo'norA.] the woman who disclosed 
his bigamy: [20, minute 30] 





The fifth short film, entitled “Petrecerea”, [Read approximately: pet'retferea. In the english language: 
The Entertainment.] [20, minute 31] 
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also programed marriage to MATEI Alexandru, through the relationship of the character acted by Ion 
CARAMITRU — recurring from the film of MATEI Alexandru entitled “Portile albastre ale orasului” 
(The Blue Gates of the Town) of 1973, in which he had programed among others the eventuality of the 
emigration of MATEI Alexandru to “dreamed countries” [15, minute 52] — [20, minute 31] 





with “Lucica” [Read approximately: lo'tfika.] acted by the “big-eyed” [20, minute 40] Tamara 
CRETULESCU [Read approximately: tA'mAra kretsv'leskvU.] resembling in facial expression Maria 
ROTARU, directly and amatorily related with MATEI Alexandru with the film entitled “Ultimele zile 
ale verii” (The Last Days of the Summer) of 1976: [20, minute 31] 
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They also set an example to MATEI Alexandru for how to win the heart of a woman: he “had her 
walked two times through the zoological garden”, [20, minute 31] 





and “met her still around four times”, [20, minute 31] then she invited him to the birthday entertain- 
ment of her grandfather: [20, minutes 31, 31, 31, 31, 31 and 32] 
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where he applies the method of dancing, [20, minutes 38 and 38] 
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and finally manages to kiss her: [20, minute 40] 
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In the sixth short film, entitled “Cana”, [Read approximately: 'kAna. In the english language: The 
Jug.] [20, minute 40] 


CANA 


=> 


= 





a cleaning woman of an enterprise, being surprised by the sudden appearance of the director, drops and 
breaks a porcelain jug while he walks past her on the stairs. Behind this “apparent small fact”, [20, 
minute 42] the director suspects the general fact that “the cleaning women destroy with unconscious- 
ness the goods entrusted to their care.” [20, minute 43] The reason why he convenes a meeting regard- 
ing the management of the enterprise, at which there participates also MATEI Alexandru as a character 
member of the management: [20, minute 45] 
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At the putting of the director: “I am devoured by the problem of that jug. ... I should see, what comes 
out, comes out?”, MATEI Alexandru was required to immediately say: “You have accidentally pulled a 
link, comrade director, and there jangles an entire chain of monstrosities.” [20, minute 45-46] Finally, 
the director arrives at the conclusion, in a voice raised threateningly high: “Where there is no evidence, 
there is plunder!” [20, minute 48] 

In around the first twenty years of the film career of MATEI Alexandru, the romanian national secret 
political organization appears not to have achieved any results on the merits with the film-artistic im- 
plementation of its personal secret policy relative to MATEI Alexandru: he had not reached the “ideo- 
logical level” [20, minute 46] neither of a communist, nor of a nationalist, and failed to contact on the 
merits an ethnically and nationally romanian woman, all these having been necessary for the romanian 
national secret political organization to utilize and respectively control him. Under these circumstances, 
there arose in it the suspicion that behind the “apparently small facts” [20, minute 42] referring to the 
relative inactivity of MATEI Alexandru, and behind the lack of “evidence” [20, minute 48] relative to 
his unwillingness to collaborate with the romanian communist state like many other actors were doing, 
there could hide in him “an entire chain of monstrosities” [20, minute 46] and a “plunder” [20, minute 
48] threatening the security of the Socialist Republic of Romania and the romanian national secret po- 
litical organization itself. This short film was presumably meant to “pull the link” [20, minute 45] of 
the suspected “chain of monstrosities” of MATEI Alexandru expected to be revealed in the form of the 
character of his tone, speaking, and other subjective manifestations searched stealthily by the Securi- 
tate. 

At the same time, the short film also offered a solution for the “problem of the jug” positive for 
MATEI Alexandru by presenting a character acted by Cornel COMAN — recurring from the films of 
MATE! Alexandru entitled “Alarma in delta” (Alarm in the Delta) of 1976 and “Ultimele zile ale verii” 
(The Last Days of the Summer) of 1976 — [20, minute 48] 





who informs the management about that the woman brought the jug from home, and it was her husband 
who should convene a meeting with her relative to that problem, if he wanted to. 
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The seventh short film, entitled “Lumbago”, [Read approximately: lom'bAgo.] [20, minute 50] 
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with Dem RADULESCU — recurring from mainly the film entitled “Un suras in plinad vara” (A Smile 
in Mid-Summer) of 1963 — [20, minute 50] 





set an example to MATEI Alexandru of how to deceive his expected wife, by so doing again expressing 
and programing the interest of the romanian national secret political organization in his genetic poten- 
tial, also expressed and programed with a dolly of the sweetheart: [20, minute 50] 
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Finally, the presenting actor, Virgil OGASANU, [Read approximately: vir'd3il oge'fanu.] — recur- 
ring from the film of MATEI Alexandru entitled “Facerea lumii” (The Creation of the World) of 1971 
— declares the mission of the film: “We would want smiling to chase out from the surroundings such 
evil spirits we meet,” and other actors continue one by one: “as stupidity, laziness or negligence, the too 
great feebleness, scoundrelism.” [20, minute 59] From the point of view of the case of MATEI Alexan- 
dru, these human negative features can be construed as possible moral reasons of his inaction in the in- 
terest of and considered by the romanian national secret political organization, which it wanted to 
“chase out” of him, in order for its personal secret policy relative to him to become fruitful. The film 
shows the non-smiling MATEI Alexandru just when Virgil OGASANU utters the word “smiling”: [20, 
minute 59] 
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2.28. The television film entitled “Jucatorii de carti” (The Card-players) of 1977 


In the implementation of the pecuniary-control, as well as juristic- and moral-degradation guidelines 
of the personal secret policy relative to MATEI Alexandru of the romanian national secret political or- 
ganization, the theme of card-playing of his television film entitled “Jucatorii de carti” [Read approxi- 
mately: 30kea'torii de kortsj. In the english language: The Card-players.] of 1977 is recurring from his 
television film entitled “Oameni si soareci” (Of Mice and Men) of 1965, [61, minutes 37 and 39] 
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and his film entitled “Portile albastre ale orasului” (The Blue Gates of the Town) of 1973. However, 
unlike the latter film, in this film MATEI Alexandru himself was required to act a passionate card- 
player character, and unlike his former film, in this film his character plays cards for money: [55, min- 
utes 17 and 19] 


Arhiva 


Arhiva 
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Turie DARIE [Read approximately: ‘jorie ‘dArie.] acting a passionate card-player boyar from 
Smolensk, having won 80,000 rubles with card-playing tricks, arrives in an inn, and he “would still 
have a great relish for fleecing, a strong relish for leaving broke” [55, minute 11] other rich guests be- 
ing in the inn. With this purpose, he invites in his room three passionate card-player characters — 
among which also the character of MATEI Alexandru — who quickly discover his tricks, and black- 
mail him into an alleged association, which shall prove to be a “devilish intrigue”, [55, minute 88] a 
wider local conspiration for his “stripping”, [55, minute 20] in this way he loosing the 80,000 rubles. 
With its this aspect, the film presumably expressed and programed the interest of the romanian national 
secret political organization that in degrading MATEI Alexandru juristically and morally he resorted to 
illegal and immoral means of obtaining material goods, and in depriving him of material property it 
was ready to manipulate even a relatively great number of persons in their apparently not national, but 
local conspiration against him. 


2.29. The radio stage-play entitled “Niste tarani” (Some Peasants) of 1977 


In the radio stage-play entitled “Niste tarani” [Read approximately: 'nifte tso'ranj. In the english lan- 
guage: Some Peasants.] of 1977, MATEI Alexandru was required to act the role of a major of Securi- 
tate. It can be presumed that with this the romanian national secret political organization programed 
him its interest of his becoming a member of the romanian state apparatus, a programing having re- 
curred from his role of an colonel of army in the film entitled “Portile albastre ale orasului” (The Blue 
Gates of the Town) of 1973. Further, with his being called in to the first secretary, he was programed 
with the possibly first political function of his intended political utilization, a programing having re- 
curred from his role of first secretary in the televised stage-play entitled “Comoara din deal” (The Trea- 
sure in the Hill) of 1975. 

In this radio stage-play, there recurs the notion of “building the socialism” [79, minute 12] from the 
radio stage-play of MATEI Alexandru entitled “Undita” (The Fishing Rod) of 1966, presumably for 
him to construe as “building the socialism” [71, minute 19] the notion of “building” introduced in his 
relatively recent programing process with his televised stage-play entitled “Comoara din deal” (The 
Treasure in the Hill) of 1975 and his film entitled “Ultimele zile ale verii” (The Last Days of the Sum- 
mer) of 1976. 


2.30. The radio stage-play entitled “Autopsia unui accident” 
(The Autopsy of an Accident) of 1977 


In the radio stage-play entitled “Autopsia unui accident” [Read approximately: AUtop'siA 'OnOj Ak- 
tfi'dent. In the english language: The Autopsy of an Accident.] of 1977, MATEI Alexandru was required 
to act the role of a father of his son and husband of his wife, a role recurring from his televised stage- 
play entitled “Doctor fara voie” (Doctor without Volition) of 1975. By this means, the romanian na- 
tional secret political organization presumably programed him its interest in his settling down to family 
life. In this respect, Dodi CAIAN [Read approximately: 'dodi ka'jAn.] as the wife of his character and 
Melania CARJE as the secretary of the editorial office — recurring from the film of MATEI Alexandru 
entitled “Elixirul tineretii” (The Elixir of Youth) of 1975 — can be presumed to have been chosen for 
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personal secret political wife candidates to MATEI Alexandru, in conformity with his known or pre- 
sumed tastes. The personal secret political wife candidacy of Melania CARJE is corroborated by that 
the seventh short film, entitled “Lumbago”, with Dem RADULESCU and Vasilica TASTAMAN, of the 
film of MATEI Alexandru entitled “Tufa de Venetia” (Bush of Venice) of 1977 has a version of televi- 
sion satiric moment entitled “Cum s-a facut Grigore covrigel” (How Grigore Became a Small Pretzel), 
with MATEI Alexandru and Melania CARJE: [73, minutes 1, 2 and 6] 
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It may be “significant” [81, minute 3] that in the above television satiric moment MATEI Alexandru 
has the character name “Haralambie”, [73, minute 7] which was presumably inspired by the radio 
stage-play entitled “Hanu-Ancutei” (The Inn of Ancuta) of 1968, in which MATEI Alexandru was re- 
quired to act the heyduck named “Haralambie”. This refers to that at the level of the year 1977 the ro- 
manian national secret political organization still considered him a potential opponent of the Ceausescu 
regime. 

As the character acted by him in this radio stage-play, MATEI Alexandru was required to say: “I 
have always dreamt of becoming a photographer,” [72, minute 21] which sentence can be construed as 
a self-programing of the interest of the romanian national secret political organization in the cessation 
of his actor career and his taking up the profession of photographer. With the purpose of increasing the 
efficiency of this wanted change of profession, he was further self-programed: “The best school is prac- 
tice,” [72, minute 12] which sentence presumably expresses the interest of the romanian national secret 
political organization in having MATEI Alexandru employed in a new profession without an institu- 
tional re-education, which presumption is corroborated by the cases of the romanian actor Ilarion 
CIOBANU, and the american actresses Marilyn Monroe, Sharon Tate and Angelina Jolie, not one of 
them having been allowed to graduate from an institute of dramatic art in their actor careers. 

MATEI Alexandru as a photographer provokes an accident with a stone placed on the road for pro- 
fessional reasons, after saying: “The famous reporters provoke the events they themselves.” [72, minute 
13] This scene can be presumed to have been meant for implementing the juristic- and moral-degrada- 
tion guideline of the personal secret policy relative to MATEI Alexandru of the romanian national se- 
cret political organization. Further, that the redactor buys his respective photos “nearly gratis”, [72, 
minute 27] while expecting them to allow “doubling the number of copies”, [72, minute 28] was pre- 
sumably meant for expressing and programing the pecuniary-control guideline of that personal secret 
policy. 

MATEI Alexandru as a photographer was also required to say: “With this marine field-glass, i can 
observe also a wart from five miles.” [72, minute 3] This sentence can be construed as a self-program- 
ing of the interest of the romanian national secret political organization in his taking up the profession 
of seaman. 
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2.31. The film entitled “Pentru patrie” (For Fatherland) of 1978 


The film entitled “Pentru patrie” [Read approximately: 'pentro 'pAtrie. In the english language: For 
Fatherland.] of 1978 is an artistic-documentary reflection of the independence war of the Principality of 
Romania of 1877-1878 by the side of the Russian Empire against the Ottoman Empire. The film ap- 
pears to be a part of the film career of MATEI Alexandru, [3] but i could not identify him among the 
great number of actors having acted the roles of neither romanian, russian or turkish officers or politi- 
cians, nor any other categories of characters: [21, minutes 66, 113, 155, 187 and 189] 
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and his name is not shown on the lists of actors contributing to the making of the film. On the contrary, 
the presumed personal secret political paragon of MATEI Alexandru and the romanian national secret 
political propagandist Ilarion CIOBANU acted the leading character major “Moise GROZEA”, [Read 
approximately: 'mOlIse 'grozeA.] [3] and his film appearance is comparable to or even more pronounced 
than those of the actors having acted the roles of the most determinant historical figures or prominent 
heroes of the independence war: [21, minutes 8, 64, 89, 104, 124, 129, 134 and 137] 
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The communist partiality and national secret political character of this aspect of the film also manifest 
itself in that the independence war was an act of independence on the Russian Empire as well, and 
MATEI Alexandru must have been more representative of this ideal, because as a former anti-commu- 
nist political prisoner he must have been an adept of the independence on the Soviet Union, while by 
serving the Ceausescu regime Ilarion CIOBANU and other actors having acted leading characters in 
the film indirectly supported the dependence of Romania on the Soviet Union. 
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In this way, the role of Ilarion CIOBANU has a relation with the presumed role of MATEI Alexandru 
comparable with the one it has with the role of an unidentifiable soldier dying on the battlefield acted 
by an unknown extra, in spite of the fact that unlike MATEI Alexandru he had never graduated from a 
theatrical institute. [3] This aspect of the film can be presumed to have formulated the approximate per- 
sonal secret political programing message to MATEI Alexandru: “If you won’t become like Ilarion 
CIOBANU, you shall remain dead, as you have always been in the socialist Romania.” Essentially the 
same programing message could be borne by the clips showing dead soldiers: “As a musk thistle of 
Baragan, you shall remain dead”: [21, minutes 77 and 149] 
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A similar programing message had already been worded in the film entitled “Facerea lumii” (The Cre- 
ation of the World) of 1971 through Colea RAUTU as “Filipache”, saying: “You have no longer lived 
for a long time past. Long since you have been dead. You are a stiff.” [13, minute 88] 

The film asserts the romanian ring dance as a manner of celebrating battle victory within the inde- 
pendence war: [21, minutes 102, 124 and 176] 
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The film highly asserts the torch and the candle, presumably for “luminous” signs of orientation of 
the romanian national secret political organization, formulating the approximate national secret politi- 
cal message to the public: “The romanian independence war has been a luminous sign of orientation 


not only for the romanian nation, but also for other nations yearning for independence”: [21, minutes 
117 and 26] 
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The “big-eyed” [20, minute 40] Ileana POPOVICI [Read approximately: i'leAna 'popovitf.] as the 
bugler “Ioana CIUCA” [Read approximately: 'joana 't}oke.] can be presumed to have been chosen for 
a personal secret political wife candidate to MATEI Alexandru, in conformity with his known or pre- 
sumed tastes: [21, minute 74] 





This presumption is substantiated by that her surname is the same as the character name “Popovici” of 
MATE! Alexandru in the film entitled “Ultimele zile ale verii” (The Last Days of the Summer) of 1976, 
and it could formulate the same programing message to MATEI Alexandru referring to his presumed 
sexual continence: [Popovici —> pop (romanian) = priest]. That Ileana POPOVICI as “Ioana CIUCA” 
gives herself out for a boy in order to be enrolled can be a manifestation of the presumption of the ro- 
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manian national secret political organization that behind his sexual continence there could hide homo- 
sexuality. 

It appears that this is the last common film of MATEI Alexandru and Ilarion CIOBANU, in which in 
an ostentatious manner the role and person of MATEI Alexandru are practically imperceptible besides 
the role and person of Ilarion CIOBANU. This reflects the total failure of the “Ilarion CIOBANU” 
guideline of the personal secret policy relative to MATEI Alexandru of the romanian national secret po- 
litical organization, and substantiates the presumption that the relation between their contribution to the 
making of this film reflects qualitatively and quantitatively the relation between their contribution to 
the building of the “multilaterally developed socialist society” in the Socialist Republic of Romania, 
and to the keeping in power of the communism in general, and the Ceausescu regime in particular. 


2.32. The film entitled “Ciocolata cu alune” (Whole Nut Chocolate) of 1978 


With the film entitled “Ciocolata cu alune” [Read approximately: tfoko'lata ko a'lone. In the english 
language: Whole Nut Chocolate.] of 1978, the romanian national secret political organization presum- 
ably reproached MATEI Alexandru for his sexual inactivity, and continued to program him marriage, 
with the purpose of his political utilization. 

With his first scene, MATEI Alexandru as “Marin CRISTEA”, [Read approximately: marin ‘kris- 
teA.] member of the co-operative farm “Zorile”, [Read approximately: 'zorile.] was required to watch 
and play ninepins: [5, minutes 27, 27 and 28] 
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This can be construed as being the scene formulating and programing the above-mentioned national se- 
cret political reproach: [ninepins = popice (romanian) — pop (romanian) = priest, namely decoded ap- 
proximately: “You are leading a life of priest sexually.” 

A self-justifying and self-concealing explanation of this behavior of MATEI Alexandru of the roma- 
nian national secret political organization was programed through Stefan MIHAILESCU-BRAILA 
[Read approximately: fte'fan mihgi'lesko bro'ila.] — recurring from several films of MATEI Alexan- 
dru — as “Matei SCURTEICARU”, [Read approximately: ma'teI skurtej'kAro.] the president of the 
co-operative farm “Zorile”, by his having been required to say MATEI Alexandru as “Marin 
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CRISTEA”: “You have gone mad.” [5, minute 33] It is to be mentioned that the fabricated conception 
of “madness” had already been self-programed to MATEI Alexandru with his films entitled “Ciulinii 
Baraganului” (The Musk Thistles of Baragan) of 1957 and “Un surdas in plind vara” (A Smile in Mid- 
Summer) of 1963, as well as programed him with the character “Ghinda” of the film entitled “Razboiul 
domnitelor” (The War of Princesses) of 1970. 

Marriage was programed to MATEI Alexandru through Horatiu MALAELE [Read approximately: 
ho'rAtsid mole'jele.] as “Victor ALEXE”, [Read approximately: 'viktor A'lekse.] who is striving to 
marry Adriana TRANDAFIR [Read approximately: Adri'AnA trAnda'fir.] as “Despina SCURTE- 
ICARU”, [Read approximately: des'pinA skortej'kArv.] the daughter of the president of the co-opera- 
tive farm “Zorile”, and finally succeeds: [5, minutes 14, 14, 19, 43 and 69] 
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When he announces their marriage through the television, MATEI Alexandru as “Marin” is standing 
just beside the “big-eyed” [20, minute 40] Adriana TRANDAFIR as “Despina”, what substantiates the 
presumption that she — as having an ethnically non-specific and rare romanian facial expression, un- 
like Monica GHIUTA, a presumed stimulating concession of the romanian national secret political or- 
ganization — was chosen for a personal secret political wife candidate to him, in conformity with his 
known or presumed tastes: [5, minutes 80 and 81] 
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In further programing marriage to MATEI Alexandru despite his relatively advanced age, there was 
made a scene of wedding with the participation of him as “Marin”, through which he had been required 
to say: “All at their times”: [5, minutes 55 and 58] 





The same idea had been expressed and programed through Cornel COMAN as the bachelor “Dinu” — 
a character presumably inspired by MATEI Alexandru and the personal secret policy relative to MATEI 
Alexandru of the romanian national secret political organization — in the film entitled “Ultimele zile 
ale verii” (The Last Days of the Summer) of 1976, saying relative to marriage: “My hour has not come 


358 


yet, and i still have time till my becoming old.” [19, minute 7] At the same time, the scene of wedding 
asserts the romanian ring dance: [5, minute 55] 





The co-operative farm “Zorile” emulates with the co-operative farm “Avadntul”, [Read approxi- 
mately: A'vintol.] of which presidentess is Monica GHIUTA as “Paraschiva CRACIUN”: [Read ap- 
proximately: pArAs'kiva kro't{on.] [5, minute 80] 
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Similarly to the cases of the films of MATEI Alexandru entitled “Vremea zapezilor” (The Time of 
Snow) of 1966, and “Doi barbati pentru o moarte” (Two Men for One Death) of 1969 — from which 
she is recurring — she can be presumed to have henceforward been chosen for a personal secret politi- 
cal wife candidate to MATEI Alexandru, and he was not directly related with her in this film on the ba- 
sis of the negative experiences of the romanian national secret political organization relative to their 
off-screen relations connected with the two above films, which substantiated its skepticism regarding 
the capacity of the on-screen relations to bring about off-screen sexual relations between MATEI 
Alexandru and Monica GHIUTA. 

The film comprises a scene presenting Monica GHIUTA as the presidentess of the co-operative farm 
“Avantul” at her work-table having above her the framed photo of the secretary-general of the Roma- 
nian Communist Party and president of the Socialist Republic of Romania, Nicolae CEAUSESCU, as it 
was regular in the “Ceausescu epoch”: [5, minute 54] 





This scene can be construed as having been a formulation of the approximate personal secret political 
programing message to MATEI Alexandru: “If you contact Monica GHIUTA on the merits, you shall 
be entitled to contact Nicolae CEAUSESCU for a political position, and if you suit my requirements i 
can even make you the supreme leader of the party and state.” The latter part of this message was also 
formulated and programed by nicknaming the character “Vica” [Read approximately: 'vike.] “the Em- 
peror”, an apparent nickname recurring from the film of MATEI Alexandru entitled “Un suras in plina 
vara” (A Smile in Mid-Summer) of 1963. The presumption that this programing was addressed to 
MATEI Alexandru is corroborated by that “Vica” was directly related with him when as “Marin” he is 


watching and playing ninepins, as it is visible on the respective above frames. 
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Horatiu MALAELE as “Victor ALEXE”, presumably having set an example to MATEI Alexandru 
both professionally with Monica GHIUTA as “Paraschiva”, and maritally with Adriana TRANDAFIR 
as “Despina”, was related with both those women having presumably been chosen for personal secret 
political wife candidates to MATEI Alexandru: [5, minute 24] 


~ees eee ‘TV 
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This presumption is corroborated by that they both made their debut in their film careers with a film of 
MATEI Alexandru, Monica GHIUTA with the film entitled “Vremea zapezilor” (The Time of Snow) of 
1966, and Adriana TRANDAFIR with the film entitled “Pentru patrie” (For Fatherland) of 1978 and 
this film, [3] which refers to that they were drawn into films with the purpose of going to wife to 
MATEI Alexandru, and of concealing this purpose of the romanian national secret political organiza- 
tion. 
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The personal secret political communication value of Monica GHIUTA can be presumed to have 
been greater, she having also represented a woman in a leading position generally who could be con- 
tacted by MATEI Alexandru for a wider self-assertion in Romania. This presumption is based on the 
scene in which Monica GHIUTA as “Paraschiva” presents from a cart the co-operative farm “Avantul” 
to Horatiu MALAELE as “Victor”, “her human” [5, minute 16] to be engaged there as a “technician”, 
[5, minute 37] her leading position being programed with both her managing the co-operative farm and 
driving the cart: [5, minute 35] 





Stefan MIHAILESCU-BRAILA as the president of the co-operative farm “Zorile” appears to have 
expressed and programed the general relation between the heads of national states and the respective 
national secret political organizations by saying: “... our human, Vica the Emperor”, [5, minute 44] 
what can mean that the monarchs and the presidents of national states have regularly been controlled by 
the respective national secret political organizations. 


2.33. The radio stage-play entitled “Cymbeline” of 1978 


In the radio stage-play entitled “Cymbeline” of 1978, MATEI Alexandru was required to act the ro- 
man nobleman “Filario” in the imperial Rome. In his first scene, the word “France” is pronounced three 
times, and the words “Italy” and “Britain” — which kingdom “was a world through it itself” [69, 
minute 29] — two times each. [69, minutes 9-14] 

On the basis of the above facts, the radio stage-play can be construed as a formulation and program- 
ing of the foreign need for the person and imperial political services of MATEI Alexandru on the part 
of the italian and the french, and even the british national secret political organization, because Italy, 
France and Great Britain all have an imperial past. This presumption is corroborated by that the notion 
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of “emperor” had appeared in the film of MATEI Alexandru entitled “Ciocolata cu alune” (Whole Nut 
Chocolate) of 1978, presumably immediately preceding this radio stage-play, just as it happened also 
with the presumed similar programing of the french national secret political organization with the 
french film of MATEI Alexandru entitled “Les fétes galantes” (The Gallant Entertainments) of 1965, 
[3] which had presumably immediately been preceded by the appearance of the notion of “emperor” in 
his films entitled “Un suras in plina vara” (A Smile in Mid-Summer) of 1963 and “Cartierul veseliei” 
(The Quarter of Merriness) of 1964. 

In choosing this radio stage-play for the repertory of MATEI Alexandru, the politically forbidden 
marriage of the “goddess” [69, minute 70] “Imogen”, the daughter from the first marriage of the king 
of Britain “Cymbeline”, with the courtier “Postumus Leonatus”, the youngest son of the famous war- 
rior “Sicilius”, [69, minute 2] was presumably meant to express and program the interest of the national 
secret political organizations in general that marriage was a condition of the political utilization of 
MATEI Alexandru, and in particular that the british national secret political organization intended to 
have him marry a woman of the british royal family. 

It may be “significant” [81, minute 3] that the character “Postumus Leonatus” was required to be 
acted by Ion CARAMITRU, and he is hosted in Rome by MATEI Alexandru as “Filario”, a friend of 
his father. After having presumably given examples to MATEI Alexandru for how to win the heart of a 
woman with his characters in the television film entitled “Minunata pantofareasa” (The Wonderful 
Woman Shoemaker) of 1971 and the film entitled “Tufa de Venetia” (Bush of Venice) of 1977, in this 
radio stage-play Ion CARAMITRU as “Postumus Leonatus” loves and marries the daughter of the 
king, “Imogen”. After having won a big sum of money with poker-playing and having dreamt of “other 
countries” [15, minute 52] as “Serbanescu” in the film entitled “Portile albastre ale orasului” (The Blue 
Gates of the Town) of 1973, he as “Postumus Leonatus” “roams over the world” [69, minute 18] — a 
phrase recurring from the film of MATEI Alexandru entitled “Neamul Soimarestilor” (The Kindred of 
the Soimaresti’s) of 1965 — and bets the diamond ring received from his wife that she is loving to him. 
These similarities refer to that he was chosen to act the above characters in the maximization of the ef- 
ficiency of the implementation of the programing guideline of the personal secret policy relative to 
MATEI Alexandru of the romanian national secret political organization. 

As such, the radio stage-play can refer to the collaboration of the national secret political organiza- 
tions in connection with persons qualified by them as unutilizable, inconvenient or dangerous. 


2.34. The radio stage-play entitled “Martin Eden” of 1979 


In the radio stage-play entitled “Martin Eden” of 1979, MATEI Alexandru was required to act the 
role of a librarian. “Martin Eden” is a genius who in lack of a suitable financial situation cannot finish 
his institutional education, and “works like a slave” [67, minute 11] as a seaman. In his ambition of ris- 
ing in the society and becoming a famous writer, he resorts to self-education, without however taking 
up a “reputable employment”, [67, minute 130] saying: “Employment i will not take, be what shall be.” 
[67, minute 115] He meets MATEI Alexandru as a librarian in the respective library, where he not only 
borrows books from, but also seeks his advice. A “serious work” [67, minute 95] is offered him by the 
father of “Ruth”, the women to whom he becomes engaged, in order for him to become “with the same 
situation with her’, [67, minute 95] in exchange for his assent to their marriage, but he declines it. 
Sometimes, he is under the necessity of “accepting any kind of work, even an unskilled one”. [67, 
minute 80] According to a republican politician, “he speaks just as the charlatans of socialists.” [67, 
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minute 108] After all, he succeeds in becoming a famous and rich writer, but only after a relatively long 
period of non-recognition and hardship, about which he says: “I have covered a long way, and still have 
a long distance to cover, but i will cover it, even if it were to walk on the hands.” [67, minute 79] 

This aspect of the radio stage-play presumably refers to the intention of the romanian national secret 
political organization to utilize MATEI Alexandru politically by ceasing his actor career and having 
him resort to self-education or marriage for obtaining another “reputable employment” [67, minute 
130] in his motherland, the Socialist Republic of Romania. The socialist views of “Martin Eden” could 
be meant for an example to be followed by MATE! Alexandru. For an alternative, it self-programs him 
to become a “sea wolf”, [67, minute 22] namely a seaman — a programing recurring from his radio 
stage-play entitled “Autopsia unui accident” (The Autopsy of an Accident) of 1977, and his film enti- 
tled “Ciocolata cu alune” (Whole Nut Chocolate) of 1978, in which he was required to act the character 
named “Marin CRISTEA”: [Marin — marinar (romanian) = seaman] — within the social status of 
“world-roamer’”, [67, minute 39] a notion recurring from his film entitled “Neamul Soimarestilor” (The 
Kindred of the Soimadresti’s) of 1965. Certainly, if MATEI Alexandru had chosen writing, the romanian 
national secret political organization would have had the option of having him not recognized at all, so 
much the more as he was not young like “Martin Eden”, might have not sufficient time “to cover that 
long way”, [67, minute 79] and the inclination and ability “to walk on the hands”. [67, minute 79] In 
this respect, the relatively long period of non-recognition in the fictitious case of “Martin Eden” had a 
concealing value. 

With this radio stage-play, MATEI Alexandru was indirectly related with Gina PATRICHI as “Ruth 
Morse” [70] — recurring from his film entitled “Cartierul veseliei” (The Quarter of Merriness) of 1964 
and his radio stage-play entitled “Cymbeline” of 1978 — who can be presumed to have been chosen 
for a personal secret political wife candidate to him, in conformity with his known or presumed tastes. 
This presumption is corroborated by the intrigue of hers as the queen against her husband, the king 
“Cymbeline”, in the radio stage-play with the same title — potentially representing a politically utilized 
MATEI Alexandru — which intrigue could express and program the interest of the national secret polit- 
ical organizations intending to utilize MATEI Alexandru politically in murdering him in case of his be- 
coming uncontrollable in the respective political function. 


2.35. The radio stage-play entitled “33.333 de icosari si 33 de firfirici” 
(33,333 Piasters and 33 Cents) of 1979 


In the radio stage-play entitled “33.333 de icosari si 33 de firfirici” [Read approximately: 33,333 de 
iko'sArj fi 33 de firfi'rit{j. In the english language: 33,333 Piasters and 33 Cents.] of 1979, MATEI 
Alexandru was required to act the lawyer “Ilie BODRILA”. [Read approximately: i'lije bod'ril9.] It sets 
the extreme saving against the extreme spending within the same character, the avaricious master “Ion 
TRIBUTA” [Read approximately: jon tri'bUtsd.] acted by Cornel VULPE. [Read approximately: 
kor'nel 'volpe.] He is so avid for money that “he has deprived himself and others of the most of neces- 
sity”, [68, minute 11] and is going to use the “love in secret” [68, minute 1] of Eugenia MACI [Read 
approximately: eo'd3enia maAt{j.] as his maid “Ioana” [Read approximately: jo'anA.] towards him “to 
save 36 piasters per year”, [68, minute 2] his expenses with her pay, by proposing her marriage, saying: 
“Save, gather a little dower, and i will marry you.” [68, minute 3] He inherits 500,000 piasters from his 
cousin under the condition that he will spend 100,000 piasters from his own savings in three days “with 
pieces of his foolery, pleasure, luxury and feasting”. [68, minute 12] In the fulfillment of the condition, 
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through the mediation of MATEI Alexandru as “Ilie BODRILA”, he becomes the owner of a harem, the 
girls of which he supplies with expensive dresses and jewelry, then purchases a hotel for Rodica 
TAPALAGA [Read approximately: ro'dika tapa'laga.] as “Elize”, [Read approximately: e'lize.] the 
wife of MATEI Alexandru as “Tlie BODRILA”. However, on the final settlement, it turns out that he 
spent not only his 100,000, but also his inheritance of 500,000 piasters, the latter sum constituting the 
price of the hotel. After all, his maid “has gathered a dower” [68, minute 51] by having been presented 
with all the assets bought by him, in order that he love and marry her. In this way, he regains posses- 
sion of his heritage by marriage. 

It can be presumed that the extreme saving was a real-life feature of MATEI Alexandru, as a part of 
his nature, and a consequence of the preponderance of the secondary roles in his film career. The ex- 
treme spending was a purpose of the romanian national secret political organization relative to MATEI 
Alexandru. The testament reflected the extravagance guideline of its personal secret policy relative to 
MATEI Alexandru, its endeavor to stimulate his expenses for pleasure. It is “significant” [81, minute 3] 
that the testament is executed by MATEI Alexandru himself as “Ilie BODRILA”, by this means self- 
programing him the wanted extravagant changes in his personality. The inheritance and marriage of 
“Ion TRIBUTA” were a formulation and programing of the approximate personal secret political re- 
minder message addressed to MATEI Alexandru: [inheritance —> mostenire —> mos = old man, 
namely decoded approximately: “If you grow old, having nothing to inherit from your parents or oth- 
ers, you shall have to resort to marriage for creating a ‘significant situation’ [68, minute 10] for your- 
self.” This message was recruited with the craftsman character “old Matei” [68, minute 14] referring 
directly to MATEI Alexandru. 

With this radio stage-play, MATEI Alexandru was related with the actresses Eugenia MACI, Rodica 
TAPALAGA and Rodica POPESCU BITANESCU, [Read approximately: ro'dika po'pesku 
bito'neskv.] who can be presumed to have been chosen for personal secret political wife candidates to 
him, in conformity with his known or presumed tastes. It was presumably a means of justifying the 
“never married” family status of MATEI Alexandru, falsifying his personality and concealing his secret 
persecutions, that the wife of his as “Ilie BODRILA” was qualified as “the queen of his dreams” [68, 
minute 6] by Cornel VULPE as “Ion TRIBUTA”, by so doing having programed approximately: 
“MATEI Alexandru has not married not because of his nature of genius and secret persecutions, but be- 
cause he is willing to marry only women who can be qualified as queens.” 

It is characteristic that not only the plot of the radio stage-play was set in a rural environment, but 
also its language is ostentatiously rustic. This could be a means of increasing the romanian national 
consciousness of MATEI Alexandru. 


2.36. The film entitled “Dumbrava minunata” (The Wonderful Oak-wood) of 1980 


With the film entitled “Dumbrava minunata” [Read approximately: dvm'brAvA mino'nAts. In the 
english language: The Wonderful Oak-wood.] of 1980, the romanian national secret political organiza- 
tion continued implementing the woman-relations guideline of its personal secret policy relative to 
MATEI Alexandru with having programed him repeated marriage by having him required to act the 
role of a character married twice by sumame “Vasilian”: [Read approximately: vAsili'An.] [22, minute 
9] 
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On the basis of this, it can be presumed that MATEI Alexandru married for the first time once in the ap- 
proximate interval between 1978 and 1980, namely between making his films entitled “Ciocolata cu 
alune” (Whole Nut Chocolate) of 1978 and “Dumbrava minunata” (The Wonderful Oak-wood) of 
1980. 

In this way, the film expressed and programed the need of primarily the romanian national secret po- 
litical organization for the genetic potential of MATEI Alexandru by that he as “Vasilian” has a daugh- 
ter of around 6 years of age by name “Lizuca” [Read approximately: li'zOka.] from his first wife, she 
“was done away”, [22, minute 9] and after that he re-married. This can be presumed to reflect the inter- 
est of the romanian national secret political organization in concealedly murdering MATEI Alexandru’s 
wives in general — which presumed interest was already expressed and programed with his television 
film entitled “Minunata pantofareasa” (The Wonderful Woman Shoemaker) of 1971 — and in particu- 
lar his first wife, what refers to that she was not of specific romanian ethnicity, “antipathetic” [15, 
minute 3] to the romanian national secret political organization, like Adriana TRANDAFIR in his film 
entitled “Ciocolata cu alune” (Whole Nut Chocolate) of 1978. 
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Further, the film expressed and programed the interest of the romanian national secret political orga- 
nization in that MATEI Alexandru would marry a woman of specific romanian ethnicity with the ethni- 
cally specific romanian facial expressions of Maria PLOAE [Read approximately: mA'TiA 'ploAje.] as 
his as “Vasilian’s” first wife, Diana MUSCA [Read approximately: di'anA 'muska.] as “Lizuca”, his 
daughter, and Florina CERCEL [Read approximately: flo'rina tfer'tfel.] as “Mia”, [Read approximately: 
miA.] his second wife, [3] as well as with dressing his first wife in national costume: [22, minutes 65, 4 
and 53] 
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The “big-eyed” [20, minute 40] Maria PLOAE and Florina CERCEL can be presumed to have been 
chosen for personal secret political wife candidates to MATEI Alexandru, in conformity with his 
known or presumed tastes. 

A prominently valuable genetic potential in itself is not sufficient for a person to be fit for being uti- 
lized by the ethnical and the national secret political organizations. The film refers to the role of educa- 
tion — and of re-education in case of MATEI Alexandru — in creating such a person with Florina 
CERCEL as “Mia” qualifying the child of MATEI Alexandru as “Vasilian” as “brought up badly 
enough”, [22, minute 12] as well as “a shame and an ill-luck”, [22, minute 15] then with the maidser- 
vant qualifying her as a “worm of devil, beast, and of bad type”, [22, minute 15] rebuking, and mal- 
treating her: [22, minute 15] 
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Their this behavior can metaphorically reflect the personal secret policies of the ethnical and the na- 
tional secret political organizations relative to persons qualified by them as unutilizable, inconvenient 
or dangerous, such as the persons, known by virtue of their profession, of Marilyn Monroe, Sharon 
Tate, Elizabeth Adam, MATEI Alexandru, and many other unknown persons, inclusive of my person. 

It can be presumed that this film was also a means of the national propaganda of the romanian na- 
tional secret political organization of historically substantiating and justifying the communist collec- 
tivization of the agriculture with the collective property of the franklins in the Moldavia of the middle 
ages, through the scene in which a family of franklins prove before the judge “fairy” their right of prop- 
erty over the “wonderful oak-wood” with a document issued by the dominator Stefan the Great: [22, 
minute 56] 





The historic-propagandistic theme of the franklins is recurring from the films of MATEI Alexandru en- 
titled “Neamul Soimarestilor’ (The Kindred of the Soimaresti’s) of 1965, in which a collectivity of 
franklins demand their lands from the dominator Stefan TOMSA II: [31, minute 143] 
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then they burn down the boyar’s manor-house built on their land: [31, minute 135] 





and “Razboiul domnitelor” (The War of Princesses) of 1970. 


2.37. The television film entitled “Visul unei nopti de iarna” 
(The Dream of a Winter Night) of 1980 


It appears that the romanian national secret political organization utilized the television film entitled 
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“Visul unei nopti de iarna” [Read approximately: 'visol 'Unej noptsj de 'vAra. In the english language: 
The Dream of a Winter Night.] of 1980 — based on the dramatic piece of the same title by the roma- 
nian playwright Tudor MUSATESCU [Read approximately: 'todor mofa'tesku.] — for programing its 
interest for the services of MATEI Alexandru by having him required to act the valet character 
“Manole”: [Read approximately: mA'nole.] [56, minute 22] 





MATEI Alexandru as the valet “Manole” assists Florin PIERSIC as his master and the writer 
“Alexandru MANEA” [Read approximately: Alek'sAndrv 'mAneA.] — recurring for the sixth time in 
the actor career of MATEI Alexandru — in developing a relationship with Rodica MANDACHE [Read 
approximately: ro'dikA mAn'dake.] as the salesgirl “Maria”, [Read approximately: mA'riA.] who can be 
presumed to have been meant for an example to MATEI Alexandru for how to win the heart of a 
woman: [56, minutes 23, 27, 30, 54, 56, 65 and 94] 
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The above presumption is corroborated by that MATEI Alexandru as “Manole” was required to watch 
onscreen a love-scene of Florin PIERSIC as “Alexandru MANEA” and Rodica MANDACHE as 
“Maria”: [56, minutes 33, 34, 34 and 34] 
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It is to be mentioned that in their common films the good-mannered actor Florin PIERSIC always ap- 
peared as an amatory paragon to MATEI Alexandru. 
MATEI Alexandru as “Manole” was also required to act a mirror scene: [56, minute 42] 


female ta 





This can be construed as a formulation of a programing message addressed to MATEI Alexandru re- 
garding the need of the romanian national secret political organization for another personality of his de- 
livering services to it. 

Florin PIERSIC as “Alexandru MANEA” asks MATEI Alexandru as “Manole”: “Why have you 
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never married?”, [56, minute 50] whereupon he answers: “I have always worked for others.” [56, 
minute 51] This again expressed and programed the interest of the romanian national secret political or- 
ganization for the services of MATEI Alexandru, and refers to that at the level of the year 1980 he had 
still been “never married”. 


2.38. The film entitled “Grabeste-te incet” (Hurry Slowly) of 1981 


With the film entitled “Grabeste-te incet” [Read approximately: gro'beftete in'tfet. In the english lan- 
guage: Hurry Slowly.] of 1981, the romanian national secret political organization presumably urged 
MATEI Alexandru to “hurry” with his “slow” with his “slow” engaging in its service, in fact his inac- 
tivity in this respect optimistically qualified as a “slow” process of “building the socialism”, [79, 
minute 12] [71, minute 19] and prepared the public opinion in some aspects for the case of his planned 
professional change and promotion. 

With his first scene, MATEI Alexandru as a militiaman was related with a woman in a forced man- 
ner, presumably in conformity with his real nature or strategy of not contacting women sexually. One 
evening, after a walk in a park, Dem RADULESCU as “Viorel DUMITRASCU” [Read approximately: 
vio'rel dvmit'rafk0.] sits down on a bench, in front of him there appears a woman, who contacts him by 
sitting down beside him, and beginning talking about her alleged problem of happiness: [4, minutes 39, 
39 and 39] 
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This role of Dem RADULESCU being construed as expressing and programing a fabricated path of life 
of MATEI Alexandru fabricated by the romanian national secret political organization, the above scene 
presumably refers to his sexual continence, and reflects the endeavor of the romanian national secret 
political organization to relate him with women for obtaining his genetic potential. 
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In front of them, there appears from the darkness MATEI Alexandru as a militiaman of penal investi- 
gation, and forcedly draws away the woman, because she is a “well-known criminal”, [4, minute 43] 
and in order to prevent her from committing a crime against Dem RADULESCU as “Viorel DUMI- 
TRASCU”: [4, minutes 41, 41, 41 and 41] 
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In the second and last scene of MATEI Alexandru — with which he was not omitted to have been re- 
lated with another woman, namely Stela POPESCU, recurring from his film entitled “Elixirul tineretii” 
(The Elixir of Youth) of 1975, presumably having been again chosen for a personal secret political wife 
candidate to him, and with her surname formulating and expressing his sexual inactivity: [Popescu —> 
pop (romanian) = priest] — he as a militiaman is looking for Dem RADULESCU as “comrade Viorel 
DUMITRASCU” to return his documents stolen by the woman in the park, and was related with him 
for the second time, presumably to program him that he was acting a potential path of life of his: [4, 
minutes 42 and 43] 
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With his uniform comprising the arms of the Socialist Republic of Romania, the romanian national se- 
cret political organization presumably programed him its purpose of his becoming a member of the 
state apparatus, as well as endeavored to brainwash, re-educate and indoctrinate him with the commu- 
nist ideology. 

Sebastian PAPAIANI — recurring from several films of MATEI Alexandru — as “Virgil”, the 
brother of Dem RADULESCU as “Viorel” — a character relation recurring from the film of MATEI 
Alexandru entitled “Un suras in plina vara” (A Smile in Mid-Summer) of 1963 — expressing and pro- 
graming in words the presumed nature and personal secret political status of “genius incarnate” [4, 
minute 7] of MATEI Alexandru at a family celebration of the promotion of his brother to a leading po- 
sition by the mayor, signaled MATEI Alexandru that the professional and social recognition of his that 
quality was conditioned upon his marrying a woman: [4, minute 7] 
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The relations with women of Dem RADULESCU — as presumably having acted an fabricated path 
of life of MATEI Alexandru — in this film reflect the need of the romanian national secret political or- 
ganization for the genetic potential of MATEI Alexandru, and its planned methods of obtaining it: [4, 
minutes 7, 10, 12, 16, 24 and 39] 
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From among the above women, the actress Vasilica TASTAMAN [Read approximately: vAsi'lika 
tAstA'mAn.] as “Valentina POPOVICI” [Read approximately: vAlen'tina 'popovitf.] — who after having 
been surprised by her husband in her kissing with a man in a park one evening, prays to his chief Dem 
RADULESCU as “Viorel DUMITRASCU”, to confirm her husband that he was the one who she 
kissed for the joy of his having been promoted — also expressed with her character surname the pre- 
sumed sexual inactivity of MATEI Alexandru, programing him approximately: “If you will lead a life 
of priest even after turning to the path of life ‘Viorel DUMITRASCU’, at least one of your woman co- 
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workers shall relate with you like ‘Valentina POPOVICI’ with ‘Viorel DUMITRASCU’.” 

The “big-eyed” [20, minute 40] Tania FILIP [Read approximately: 'tania 'filip.] as “Fifi”, [Read ap- 
proximately: 'fifi.] the daughter of Dem RADULESCU as “Viorel DUMITRASCU” — also having 
been required to act in the films of the “big-eyed” [20, minute 40] Elizabeth Adam entitled “Pruncul, 
petrolul si ardelenii” (The Baby, the Oil and the Transylvanians) of 1981 and “Calculatorul mar- 
turiseste” (The Computer Testifies) of 1982, presumably with the purpose of rivaling and fading her 
with the width of her forehead and bigness of her eyes — having an ethnically non-specific romanian 
facial expression and blond hair, can be presumed to have been chosen for a personal secret political 
wife candidate to MATEI Alexandru, in conformity with his known or presumed tastes: [4, minutes 65 
and 89] 
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However, for the eventuality that the activity of MATEI Alexandru would become contrary to the in- 
terests of the romanian national secret political organization, the fabricated path of life “Viorel DUMI- 
TRASCU” of MATEI Alexandru also included “swinishnesses” [23, minute 29] like organizing a car 
accident, denouncement, professional downgrading, imprisonment, and destruction of family life, 
partly programed with Stefan MIHAILESCU-BRAILA as “Gripca&”, [Read approximately: 'gripke.] by 
denouncing his car accident to the popular council, and trying cutting him out with his wife: [4, min- 
utes 62 and 72] 
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The programing message of the title of the film was formulated by the help of a character who is go- 
ing round the Earth on foot for the second time, whom Tania FILIP as “Fifi” says, on their parting: 
“Hurry slowly.” [4, minute 89] At the same time, through him there was also formulated and pro- 
gramed a message not only to MATEI Alexandru in particular, but also to the humanist individuals in 
general, who did not find their place and designation in the romanian national state, and were thinking 
of “going to other dreamed countries”, [15, minute 52] saying: “The Earth is a young planet, efferves- 
cent, full of life, a true miracle of the universe. In vain we would look for in the cosmos, nowhere it is 
better than here, at us at home.” [4, minute 70] This can be construed as a national secret political mes- 
sage of discouraging the emigration from the romanian national state, formulated with a universal hu- 
manist language and the deeds of the character himself: “Romania is a young country, effervescent, full 
of life, a true miracle of the planet. In vain we would look for in the world, nowhere it is better than 
here, at us at home.” 


2.39. The stage-play of 1971 and the television film of 1981 entitled 
“Jocul de-a vacanta” (The Game of Vacation) 


In the stage-play of 1971 [3] and the television film of 1981 entitled “Jocul de-a vacanta”, [Read 
approximately: '3okol de-A va'kAntsA. In the english language: The Game of Vacation.] MATEI 
Alexandru as “Mr. Bogoiu” [Read approximately: bo'gojv.] acts a former shipmaster vacationing in the 
mountains: [52, minute 48] 
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By this means, the romanian national secret political organization presumably expressed and pro- 
gramed its interest that MATEI Alexandru “roamed over the world” [31, minute 23] [69, minute 18] by 
becoming a seaman — a programing recurring from his radio stage-play entitled “Autopsia unui acci- 
dent” (The Autopsy of an Accident) of 1977, film entitled “Ciocolata cu alune” (Whole Nut Chocolate) 
of 1978 and his radio stage-play entitled “Martin Eden” of 1979 — because so his person and activity 
could have the least spiritual influence on the romanian “nation”. 
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With this film, MATEI Alexandru was related with the “big-eyed” [20, minute 40] actress Violeta 
ANDREI [Read approximately: vio'letA An'drej.] as “Corina”, [Read approximately: ko'rinA.] who can 
be presumed to have been chosen for a personal secret political wife candidate to him, in conformity 
with his known or presumed tastes: [52, minutes 51, 53 and 77] 
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It is to be mentioned that at that time Violeta ANDREI was the wife of the foreign minister of the 
Ceausescu regime Stefan ANDREI. [Read approximately: Ste'fan An'drej.] [3] At the same time, 
MATE! Alexandru as “Mr. Bogoiu” worked in a “ministry in Bucharest”, [52, minute 13] and he was 
required to tell that to Violeta ANDREI as “Corina”: [52, minute 13] 





These can be construed as a formulation of the approximate programing message addressed to MATEI 
Alexandru: “If you take to wife Violeta ANDREI or another ethnically romanian woman, you shall be 
able to become the foreign minister of the Socialist Republic of Romania.” 
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In the film, it appears to have acted examples to MATEI Alexandru of how to win the heart of a 
woman Florin PIERSIC as “Stefan VALERIU”, [Read approximately: Jte'fan vA'leriv.] [52, minutes 
40, 43, 80 and 81] 
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and Vasile FILIPESCU [Read approximately: va'sile fili‘pesku.] as “Jeff”: [3] [52, minutes 26, 26 and 
26] 





395 





All the three men fall in love with Violeta ANDREI as “Corina”. On her leave, MATEI Alexandru as 
“Mr. Bogoiu” confesses his related sentiments and family status, which can be presumed to reflect his 
real-life emotional condition and family status at least at the level of the year 1971: “I did not think that 
a thing like this shall happen to me just now, at an old age. She exceedingly resembles a girl whom i 
knew once in olden times. I was enamored of her, but did not say her a word. Well, i could not even do 
it, because i was just under way, was making my first voyage to Madagascar, a long voyage. But, i said, 
let it pass, because i would return, and tell her. When i have returned, i no longer found her, she had 
married. Since then, i have not loved any one any more. It was difficult as well, you know, i did not 
have much time, [i was] always under way, always on the water.” [52, minutes 112-113] 


2.40. The film entitled “Orgolii” (Prides) of 1982 


The film entitled “Orgolii” [Read approximately: or'goli. In the english language: Prides.] of 1982 
continued to program with the actor Victor REBENGIUC [Read approximately: 'viktor reben'd30k. ] 
further planned aspects of the same fabricated path of life of MATEI Alexandru as his film entitled 
“Grabeste-te incet” (Hurry Slowly) of 1981 with Dem RADULESCU, for a preparation of MATEI 
Alexandru and the public opinion in this respect. 
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Victor REBENGIUC as “Ion CRISTIAN” [Read approximately: jon kristi'an.] [23, minute 3] 






NY EL 


is the director of the Surgical Clinic I [23, minute 10] of the County Clinical Hospital in Cluj-Napoca, 
[Read approximately: kl03 na'poka.] and an academician university professor wanting to be elected 
dean. His main rival is MATEI Alexandru as professor “Cretu”, [Read approximately: 'kretso.] [23, 
minute 81] 
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against whose election he conspires together with other members of the senate of the university: [23, 
minute 69] 





With this, the romanian national secret political organization programed in a self-concealing manner 
that in the background of the promotions planned relative to MATEI Alexandru there could only be the 
prides of the implicated persons and their conspiration, but not the conspiration and manipulations of it 
itself. For a reinforcement of this programing, when he is rung up by the secretary from “the cabinet of 
the rather big comrade Serban, [Read approximately: Ser'ban.] whose consent is very important”, [23, 
minute 13] Victor REBENGIUC as “Ion CRISTIAN” ostentatiously puts an end to the conversation by 
saying: “I don’t receive orders,” [23, minute 13] which attitude can be considered to have been unusual 
during the Ceausescu regime. 

The intention of the romanian national secret political organization to professionally promote MATEI 
Alexandru appears to have been limited only by the capacity in this respect of the romanian communist 
state, it was conditionally willing to promote him even to the positions of secretary-general of the Ro- 
manian Communist Party and president of the Socialist Republic of Romania, this having presumably 
been programed to MATEI Alexandru with the scene in which he is presented sitting at his work-table 
in the office of the chair above him with the framed photo of Nicolae CEAUSESCU holding the above 
two supreme positions at that time: [23, minute 86] 


398 





This potential programing message recurred from the film of MATEI Alexandru entitled “Ciocolata cu 
alune” (Whole Nut Chocolate) of 1978, in which it had been formulated with Monica GHIUTA. [5, 
minute 54] For its reinforcement, MATEI Alexandru as professor “Cretu” is “avid for power”, [23, 
minute 102] and was required to act pridefulness, which is ostentatiously asserted by the film: [23, 
minute 101] 
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The conspirators also took into account that “Cretu is disapproved of by the power”, [23, minute 70] 
which sentence presumably expressed and programed the suspicion of the romanian national secret po- 
litical organization relative to the utilizability of MATEI Alexandru, suspicion causing the troubles of 
Dem RADULESCU as “Viorel DUMITRASCU” in the film entitled “Grabeste-te incet” (Hurry 
Slowly) of 1981. 

For a better reflection of the case of MATEI Alexandru, Victor REBENGIUC as “Ion CRISTIAN” 
“has a dubious past, comes from kulak parents, had a national-peasant-representative father-in-law”, 


[23, minutes 11-12] and was a political prisoner, which period his delator and he recall frequently: [23, 
minutes 60, 100 and 102] 
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At the same time, the idea required to be expressed by Victor REBENGIUC as “Ion CRISTIAN”: 
“There are weapons with which i refuse to struggle,” [23, minute 14] can be presumed to have been a 
cause of the inactivity of MATEI Alexandru in the interest of the romanian national secret political or- 
ganization. Further, he is “immoral and petticoat-hunter”, [23, minute 11] what reflects the self-con- 
cealing purpose of the woman-relations guideline of the personal secret policy relative to MATEI 
Alexandru of the romanian national secret political organization, which it had already endeavored to at- 
tain with his film entitled “Facerea lumii” (The Creation of the World) of 1971, through Colea RAUTU 
as “Filipache” saying him: “You want to live, you want women, you want entertainment,” [13, minute 
88] and through him himself as “Anghel” saying and acting: “I had enough of my woman, and those 
children, who fill my house. I want to live”, [13, minute 88] as well as with his film entitled “Ultimele 
zile ale verii” (The Last Days of the Summer) of 1976, by instructingly programing him as “Popovici” 
about how to sexually contact women on the train. 
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Similarly to Dem RADULESCU as “Viorel DUMITRASCU” [4, minutes 7 and 89] 
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and in conformity with the interests of the romanian national secret political organization relative to 
MATEI Alexandru, Victor REBENGIUC as “Ion CRISTIAN” is married, and has a child, for the sake 
of a concealing variety a son, [23, minutes 72, 37 and 36] 
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who in order to avoid the repetition of the sexual aspect of the case of MATEI Alexandru was excited 
to relatively early amatory relations, and in this way “concubines sometimes with a second-year univer- 
sity student girl”: [23, minutes 12 and 76] 
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That the wife of Victor REBENGIUC as “Ion CRISTIAN” died of cancer — a screenplay relation re- 
curring from the film entitled “Dumbrava minunata” (The Wonderful Oak-wood) of 1980, in which the 
first wife of MATEI Alexandru as “Vasilian” also died, and referring to that in his real life in 1981 
MATEI Alexandru had already been married — he has a love-affair with his co-worker “Vera 
PANAITESCU” [Read approximately: 'verA pAndi'tesk0.] acted by Cristina DELEANU, [Read ap- 
proximately: kris'tinA de'leAnv.] [3] [23, minutes 17 and 32] 
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— who corresponds in a measure to the roles of “Mia” of Florina CERCEL in the film entitled “Dumb- 
rava minunata” (The Wonderful Oak-wood) of 1980, and of “Valentina POPOVICI” of Vasilica TAS- 
TAMAN in the film entitled “Grabeste-te incet” (Hurry Slowly) of 1981 — and she prefers him, in 
spite of the fact that “he is too old for her”, [23, minute 11] all were manifestations of the need of the 
romanian national secret political organization for the genetic potential of MATEI Alexandru. 

With this film, MATEI Alexandru was not directly related with any woman on-screen, but Maria RO- 
TARU as a television reporter is recurring from the film entitled “Ultimele zile ale verii” (The Last 
Days of the Summer) of 1976, with which he had been directly related with her: [23, minute 3] 





In the interview taken from Victor REBENGIUC as “comrade academician doctor Ion CRISTIAN”, he 
presumably justified the Ceausescu regime relative to the inactivity towards it of MATEI Alexandru 
when mentions “those born dead, who do not reach the stage of human intellectually.” [23, minute 4] 
His this state of “death” had already been programed with his film entitled “Facerea lumii” (The Cre- 
ation of the World) of 1971 through Colea RAUTU as “Filipache” saying him as “Anghel”: “Long 
since you have been dead.” [13, minute 88] 

Victor REBENGIUC as “Ion CRISTIAN” presumably formulated a personal secret political pro- 
graming message reproaching MATEI Alexandru with his inactivity in the interest of the romanian na- 
tional secret political organization, and motivating him to do something in this respect: “For what you 
did not do, did not want or did not try, there is no forgiveness.” [23, minute 102] 

In this film, the character name “Varlam” appears for the third time in the film career of MATEI 
Alexandru, attributed this time to a seller of “lottery tickets in a wrapper”, [In the romanian language: 
loz in plic.] a former physician and a former person of the romanian communist authorities who took 
part in the unjust repression of Victor REBENGIUC as “Ion CRISTIAN”. Beyond its presumed na- 
tional secret political propagandistic value — expounded under point 2.15. — this name could also pro- 
gram MATE! Alexandru the paths of life of the characters to whom it had been attributed, respectively 
agent of the Securitate with the film entitled “Conspiratia” (The Conspiration) of 1974, captain of port 
or ship with the film entitled “Alarma in delta” (Alarm in the Delta) of 1976, and seller of “lottery tick- 
ets in a wrapper” with this film. 
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The “big-eyed” [20, minute 40] Maria ROTARU [19, minute 50] 





and the “big-eyed” Cristina DELEANU [23, minute 88] 





can be presumed to have been chosen for personal secret political wife candidates to MATEI Alexan- 
dru, in conformity with his known or presumed tastes, and as such conditions of his wider self-assertion 
in Romania. 
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Towards the end of the film, the car of Victor REBENGIUC as “Ion CRISTIAN” fails, while three 
villagers are coming on foot from the opposite direction: [23, minutes 104 and 104] 











“Won’t we make an exchange of vehicles?” asks one of them. / “Sir, i have a very urgent problem,” 
says the professor. / “Let us roll you,” says another. / “Won’t we make the deal,” is asking the first one, 
“as it is advantageous? You have carburant in all the ditches. I’ll make a human of you.” [23, minute 
104] — with his last words repeating a sentence of Stefan MIHAILESCU-BRAILA as “MATEI 
SCURTEICARU” saying: “If it’s so, you’re mine. I’ll make a human of you”, [5, minute 21] when of- 
fering to employ Horatiu MALAELE as “Victor”, who had also acted a fabricated path of life of 
MATEI Alexandru, in the film entitled “Ciocolata cu alune” (Whole Nut Chocolate) of 1978: [5, 
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minute 21] 





— The professor replies: “I was already a human. Couldn’t you make something else of me?” [23, 
minute 104] And so they have offered to help him get through to the first village, by this means relating 
him with the ass brought by the first villager: [23, minutes 104 and 104] 
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In this way, the above-mentioned sentences in conjunction with the above-shown frame formulated the 
approximate personal secret political programing message: “MATEI Alexandru is a jackass.” This kind 
of relating MATEI Alexandru with an ass is recurring from his film entitled “Un surds in plina vara” (A 
Smile in Mid-Summer) of 1963. Consequently, in the conception of the romanian national secret politi- 
cal organization particularly, and the ethnical and the national secret political organizations generally, 
intellectually a human — defined as being non-nationalist and humanist — is identical with a jackass. 


2.41. The film entitled “Femeia din Ursa Mare” 
(The Woman in the Great Bear) of 1982 


The film entitled “Femeia din Ursa Mare” [Read approximately: fe'meIA din 'OrsA 'mAre. In the eng- 
lish language: The Woman in the Great Bear.] of 1982 presumably programed MATEI Alexandru for 
sexual relations with women and marriage with an ethnically and nationally romanian woman with the 
example set by the couple of actors Dorel VISAN [Read approximately: do'rel vi'fAn.] as “Nicolae 
MURGU?” [Read approximately: niko'lale 'morgv.] and Florina CERCEL — recurring from the film 
entitled “Dumbrava minunata” (The Wonderful Oak-wood) of 1980, in which she had acted “Mia”, the 
second wife of MATEI Alexandru as “Vasilian” — as “Maria”. 
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In this film, MATEI Alexandru was required to act the role of a building engineer by name “Con- 
stant”, [Read approximately: kon'stAnt.] leading the building of a hydroelectric power plant in the 
Carpathians: [24, minutes 37 and 37] 
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His character of building engineer is recurring from the film entitled “Ultimele zile ale verii” (The Last 
Days of the Summer) of 1976, and it was presumably meant to program him the idea of “building a 
new world”, [19, minute 23] namely “the specific romanian socialism”, idea also programed him with 
the film entitled “Facerea lumii” (The Creation of the World) of 1971. 

“Long live, comrade secretary!” says a co-worker of MATEI Alexandru as “Constant” — he presum- 
ably being the party secretary of the enterprise — at the new-year celebration held at the place of work, 
then he is toasted collectively: [24, minutes 27, 27 and 33] 
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This can be construed as a formulation of the approximate potential personal secret political program- 
ing message to MATEI Alexandru: “You have the possibility to become even the secretary-general of 
the Romanian Communist Party.” This is corroborated by the ostentatious assertion by this film and 
other films of the face of MATEI Alexandru. 

The need of the romanian national secret political organization that MATEI Alexandru married a 
woman of specific romanian ethnicity manifests itself in the ethnically specific romanian facial expres- 
sion of Florina CERCEL and her as “Maria’s” having been dressed in romanian national costume, os- 
tentatiously comprising even opinci in an urban environment, [Note: An opinca is an and two opinci are 
ethnically specific romanian peasant’s footwear.] which were considered “the soles of the country”, [2, 
minutes 67 and 67] 
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are sung of in the film entitled “Ultimele zile ale verii” (The Last Days of the Summer) of 1976, [19, 
minute 51] and were no longer worn regularly in the “Ceausescu epoch”: [24, minutes 1, 1, 3, 7, 22, 30, 
37, 50 and 59] 
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The practice of shoeing the personal secret political wife candidate of MATEI Alexandru with opinci 
is recurring from the film entitled “Pentru patrie” (For Fatherland) of 1978, in which Ileana POPOVICI 
as “Ioana CIUCA” wears opinci in a rural environment: [21, minute 14] 





In having programed sexual relations to MATEI Alexandru, the once married and divorced Dorel 
VISAN as “Nicolae MURGU” sexually approaches the married woman “Anuta”, [Read approximately: 
A'notsa.] [24, minute 10] 
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Florina CERCEL as “Maria” dreams that Dorel VISAN as “Nicolae MURGU” approaches her sexu- 
ally, [24, minutes 18 and 18] 
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“Anuta” goes over to Dorel VISAN as “Nicolae MURGU” and spends a night with him, [24, minutes 
19 and 19] 
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Dorel VISAN as “Nicolae MURGU” sexually approaches Florina CERCEL as “Maria”: [24, minutes 
22, 22 23, 44, 45, 45, 45 and 46] 
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Their relationship is interrupted by that she sent the money, which he had given her to buy herself a 
wedding garment, to his son had with his former wife, he interpreting her this deed as betrayal: [24, 
minute 50] 





In having programed marriage to MATEI Alexandru, after a few years Florina CERCEL as “Maria” 
returns to Dorel VISAN as “Nicolae MURGU”, because she became pregnant from him, bore a son by 
name “Trica”, [Read approximately: 'trike.] and “they are alone, he must have both a father and a 
mother, as it becomes, in order that they change”: [24, minutes 67, 63, 65 and 70] 
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It may be “significant” [81, minute 3] that Dorel VISAN as “Nicolae MURGU” names Florina CER- 
CEL as “Maria” “she-bear’”, [24, minute 63] and his son “bear-cub”. [24, minute 70] These, as well as 
the role of a building engineer of MATEI Alexandru could be references to the case of the building en- 
gineer Gheorghe URSU [Read approximately: 'gheorghe 'orsv.] — [URSU — ursul (romanian) = the 
bear] — at the romanian national secret political organization, whose case at the Securitate was created 
in 1984. [3] This means that MATEI Alexandru might have been considered not only a potential Nico- 
lae CEAUSESCU, but also a potential Gheorghe URSU: his case “was not clear, as was with a lottery 
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ticket in a wrapper”, [24, minute 6] as was also expressed and programed metaphorically with his film 
entitled “Orgolii” (Prides) of 1982, in which the physician “Varlam” was interdicted from practicing his 
profession for political and juristic motives — presumably having expressed and programed the “fate” 
[24, minute 66] of MATEI Alexandru, if he had engaged in actions against the romanian communist 
party and state — and earned money by selling “lottery tickets in a wrapper”: [23, minute 77] 





Selling “lottery tickets in a wrapper” had also been programed with the film entitled “Ultimele zile ale 
verii” (The Last Days of the Summer) of 1976, presumably for an alternative destined to MATEI 
Alexandru if he had quit his metaphoric post of “building engineer”, which post was a wanted eventu- 
ality represented with the role of Cornel COMAN of the building engineer “Dinu BUNEA”: [19, 
minute 86] 





The film further asserts the notion of bear with its title and with images as well: [24, minute 4] 





The assertion of the notion of bear begins in the film career of MATEI Alexandru with the film entitled 
“Dumbrava minunata” (The Wonderful Oak-wood) of 1980: [22, minute 5] 
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what may be a manifestation of the beginning of the connection by the romanian national secret politi- 
cal organization of the cases of MATE] Alexandru and Gheorghe URSU. 


429 


Relative to the return of Florina CERCEL as “Maria”, his son, and his intended marriage, Dorel 
VISAN as “Nicolae MURGU” says: “The fate of the human turns. It turns, as it is shorter than his or 
her life.” [24, minute 66] Immediately after this, the film shows a carousel, [24, minute 66] 
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by this means having made its programing value and content evident. This can be presumed to have 
been an implementation of the guideline of the personal secret policy relative to MATEI Alexandru of 
the romanian national secret political organization to “turn the fate of the human” MATEI Alexandru by 
a marriage. This presumption is corroborated by that in his film entitled “Doi barbati pentru o moarte” 
(Two Men for One Death) of 1969 MATEI Alexandru himself was required to drive and then to appear 
in front of a carousel: [10, minutes 1 and 40] 
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and there also appear several carousels in his films entitled “Un suras in plina vara” (A Smile in Mid- 
Summer) of 1963: [8, minutes 4 and 4] 
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and “Ciocolata cu alune” (Whole Nut Chocolate) of 1978: [5, minutes 16, 16 and 17] 
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In this respect, in the film entitled “Ciocolata cu alune” (Whole Nut Chocolate), it is “significant” [81, 
minute 3] that a carousel is shown personally to MATEI Alexandru when he as “Marin” visits Stefan 
MIHAILESCU-BRAILA as “MATEI SCURTEICARU”, the president of the co-operative farm “Zo- 
rile”, and Adriana TRANDAFIR as his daughter, “Despina”, turns on the television: [5, minutes 32 and 
33] 
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then, at the end of the film, MATEI Alexandru gets on a carousel: [5, minute 83] 





these scenes having presumably been a formulation of the approximate personal secret political pro- 
graming message to MATEI Alexandru: “If you marry in particular a daughter of a president of a co- 
operative farm, your fate shall turn so that you shall become the president of that co-operative farm.” 
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On the basis of the above establishments and considerations, the programing value and content of 
“turning the fate of the human” [24, minute 66] MATEI Alexandru of the carousel can be extended to 
the water-mill, utilized with his films entitled “Doi barbati pentru o moarte” (Two Men for One Death) 
of 1969, in which he as “Demeter” is intended to be executed in a water-mill: [10, minute 26] 
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and “Dumbrava minunata” (The Wonderful Oak-wood) of 1980: [22, minute 4] 
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the ring dances of adults, the ring dances of children, utilized with his films entitled “Un surdas in plina 
vara” (A Smile in Mid-Summer) of 1963, [8, minute 41] 





and “Facerea lumii” (The Creation of the World) of 1971, [13, minute 17] 
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as well as the “gendarme ring”, utilized with his film entitled “Canarul si viscolul” (The Canary and the 
Snowstorm) of 1969: [11, minute 61] 





The film successively asserts the images, presumably “significant” [81, minute 3] from the point of 
view of the case of MATEI Alexandru, of the ring dance and train, both associated with the images of 
Florina CERCEL as “Maria”: [24, minutes 54, 55, 56 and 56] 
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These clips can be construed as a formulation of the approximate personal secret political programing 
message to MATEI Alexandru: “If you marry a woman of specific romanian ethnicity, your fate can 
turn in the direction of your consummate self-assertion in the Socialist Republic of Romania.” 

The hope that the personal secret political guideline of “turning the fate” [24, minute 66] of MATEI 
Alexandru was implementable was expressed and programed with Florina CERCEL as “Maria”, say- 
ing: “He also shall change after us.” [24, minute 67] Consequently, the personal secret political mission 
of Monica GHIUTA and Florina CERCEL as wife candidates was to “turn the fate of and change” 
MATE! Alexandru, programed with their swinging on a carousel: [10, minute 1] [24, minute 67] 
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The presumption of the personal secret political wife candidacy to MATEI Alexandru of Florina CER- 
CEL is corroborated by that Dorel VISAN as “Nicolae MURGU” once names her “Mrs. Mia”, [24, 
minute 72] by this means making reference to her role “Mia”, the wife of MATEI Alexandru as “Vasil- 
ian”, in the film entitled “Dumbrava minunata” (The Wonderful Oak-wood) of 1980, and programing 
her potential quality of wife of MATEI Alexandru. At the same time, in her real life she was married 
only around seven years. [3] 

After having separated from Florina CERCEL as “Maria”, Dorel VISAN as “Nicolae MURGU” left 
the collective work at the building enterprise, and went to work individually in a hut. She does not like 
his this occupation, “merchandise”, [24, minute 76] as she — and MATEI Alexandru as “Colae” in the 
film entitled “Un suras in plind vara” (A Smile in Mid-Summer) of 1963 [8, minute 34] — names it, 
and after their marriage decides to go back to the building ground, advising and leading him to quit his 
job at the hut, follow her, and resume working in his profession of mine-igniter. This attitude of hers 
can be presumed to reflect the interest of the romanian national secret political organization — already 
expressed and programed with Sebastian PAPAIANI as “Fanita” in the film entitled “Un surds in plina 
vara” (A Smile in Mid-Summer) of 1963, in which he unsuccessfully tries various individual “mer- 
chandises”, but finally is under the necessity of joining the collective of the co-operative farm — that 
MATE! Alexandru worked in a team “building the socialism [79, minute 12] [71, minute 19] and the 
communism” in the Socialist Republic of Romania. For the case of his sticking to an individual occu- 
pation, it programed him shepherdship: [24, minute 76] 
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This programing recurred from the films entitled “Ciulinii Baraganului” (The Musk Thistles of Bara- 
gan) of 1957, which had programed shepherdship for an alternative fabricated path of life to him with a 
scene showing a shepherd and the caravan with which “Matache” and his father — presumably repre- 
senting a fabricated path of life of MATEI Alexandru — are attempting to “break away” [1, minute 6] 
from Baragan to Bucharest: [1, minute 17] 
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“Un suras in plina vara” (A Smile in Mid-Summer) of 1963, in which “Fanita” “liked [to work] better 
at the sheep, because no one had poked his nose into what he did”: [8, minutes 18 and 2] 
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and “Ultimele zile ale verii” (The Last Days of the Summer) of 1976, in which Cornel COMAN as 
“Dinu BUNEA” — having presumably acted a potential path of life of MATEI Alexandru — intends to 
quit his post: [19, minute 102] 





as well as from the surname of Ilarion CIOBANU: [Ciobanu — ciobanul (romanian) = the shepherd]. 
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The profession of mine-igniter of Dorel VISAN as “Nicolae MURGU” — just as the profession of 
building engineer of the characters “Popovici” and “Constant” of MATEI Alexandru — can be pre- 
sumed to have expressed and programed the interest of the romanian national secret political organiza- 
tion in concealedly assassinating MATEI Alexandru, if it had failed to “turn his fate”, [24, minute 66] 
and “he had not changed”, [24, minute 67] namely if he had become qualified by it as unutilizable, in- 
convenient or dangerous. This presumption is corroborated by the character surname “Murgu” of Dorel 
VISAN having the value of programing death: [Murgu — mur — muri (romanian) = die.] Otherwise, 
in this film, MATEI Alexandru as “Constant” himself asks “one who doesn’t have children” [24, 
minute 37] to go into the collapsed shaft, and unblock it with a “well-measured explosion”, [24, minute 
37] in order for the four miners caught inside to be extricated, and he who offers to do it is Dorel 
VISAN as “Nicolae MURGU”. 

On the basis of the above-presumed programings comprised in this film, it can be presumed that the 
romanian national secret political organization was not satisfied with the presumed marriage of MATEI 
Alexandru of around 1979 as his first wife was not of specific romanian ethnicity, and for this reason it 
pursued a personal secret policy of dissolving that marriage and of concealedly killing his wife, what it 
appears to have managed in around ten years, because in december 1989 MATEI Alexandru was going 
to the Fundeni [Read approximately: fUn'denj.] Hospital, [6] in which his wife had presumably been 
hospitalized with the disease of which she was to die in a relatively short time, in conformity with the 
above-presumed respective predictive and foreshadowing programings of the premature death of his 
first wife of his films entitled “Dumbrava minunata” (The Wonderful Oak-wood) of 1980 and “Orgolii” 
(Prides) of 1982. 


2.42. The television film entitled “Jocul ielelor” 
(The Dance of the Evil Elves) of 1982 


In the television film entitled “Jocul ielelor” [Read approximately: 'Zokol 'jelelor. In the english lan- 
guage: The Dance of the Evil Elves.] of 1982, MATEI Alexandru was required to act the printworker 
“Sache”: [Read approximately: 'sAke.] [58, Part I, minute 8] 
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He says about one of his co-workers: “A strong worker. Now, he no longer sees normally, and he hardly 
hears. ... He also was killed by these letters of lead.” [58, Part IV, minute 8] A co-worker adds: “In our 
craft, the humans do not grow old very much. One of 45 years is a rarity. All are killed, by the lead and 
the ink.” [58, Part IV, minute 9] This can be construed as a formulation and programing of the approxi- 
mate warning message of the romanian national secret political organization addressed to MATEI 
Alexandru: “If you begin writing and endeavoring to publish books about your experiences and knowl- 
edge relative to me, you shall die early.” The presumption of the existence of this programing message 
is corroborated by the fact that this television film was made relatively shortly before the period of sus- 
pension of the film career of MATEI Alexandru between around 1984 and 1987 and the presumed ces- 
sation of his film career in the Socialist Republic of Romania at the latest in 1987. 

Further, MATEI Alexandru as “Sache” is “terribly avaricious”, [58, Part IV, minute 10] he covers on 
foot the way of more than an hour from his home as far as the place of work in order to save money, by 
this means saving 30 lei every year, because “he does not want to reach the old age like old Dumitrache 
did”. [Read approximately: domitr'ake.] [58, Part IV, minute 10] This saving practice can be presumed 
to reflect a real feature of MATEI Alexandru, so much the more as the feature of extreme saving is re- 
curring from his radio stage-play entitled “33.333 de icosari si 33 de firfirici” (33,333 Piasters and 33 
Cents) of 1979. 
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Monica GHIUTA — recurring from several films of MATEI Alexandru — can be presumed to have 
been a personal secret political wife candidate to him: [58, Part I, minute 22] 





She acted the wife of a political prisoner, and the mother of a son, [58, Part I, minute 41] 





what can be construed as a formulation and programing of a personal secret political reminder and 
warning message meant to deter MATEI Alexandru from actions against the romanian communist state 
and the romanian national secret political organization, as well as an expression and programing of the 
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interest of the romanian national secret political organization in his procreating children. 

Traian STANESCU [Read approximately: tra'jAn sto'neskv.] as “Gelu RUSCANU” [Read approxi- 
mately: 'd3eld rvs'kAnv.] invites Stela POPESCU as an actress character to his home, saying: ,,Will 
you come to me tomorrow evening to take dinner together and to sleep at me?” [58, Part IV, minute 8] 
The scene ends with her appearing to accept the invitation. The next sequence immediately shows 
MATEI Alexandru as “Sache”: [58, Part IV, minutes 8, 8 and 8] 
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This can be construed as formulating and programing a message relative to the personal secret political 
wife candidate quality of Stela POPESCU — recurring from the films entitled “Elixirul tineretii” (The 
Elixir of Youth) of 1975 and “Grabeste-te incet” (Hurry Slowly) of 1981 — and setting an example to 
MATE! Alexandru for how to contact her. 

By inductive inference, also the “big-eyed” [20, minute 40] actress Valeria SECIU [Read approxi- 
mately: vA'leria 'set{o.] as “Maria SINESTI” [Read approximately: mA'TiA si'neftj.] can be presumed to 
have been chosen for a personal secret political wife candidate to MATEI Alexandru, in conformity 
with his known or presumed tastes: [58, Part IV, minute 34] 
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Traian STANESCU as “Gelu RUSCANU”, the director of a socialist newspaper, endeavors to have 
Victor REBENGIUC as the minister of justice “Serban SINESTI” [Read approximately: JSer'ban 
si'ne{tj.] — recurring from the film of MATEI Alexandru entitled “Orgolii” (Prides) of 1982 — resign, 
threatening with the publication of a compromising letter. The minister says his wife, Valeria SECIU as 
“Maria SINESTI”: “I can receive hits, but especially can give them. And the one hit by me shall no 
longer regain his footing. [58, Part I], minute 18] ... Woe is that fool who ventures to attack me. He is a 
lost human.” [58, Part II, minute 25] The next sequence immediately shows MATEI Alexandru as 
“Sache”: [58, Part II, minutes 25, 25 and 26] 
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This can be construed as a more concrete formulation and programing of the personal secret political 
warning message already formulated and programed with the televised stage-play entitled “Comoara 
din deal” (The Treasure in the Hill) of 1975: “I would not advise you to disturb some persons with 
functions, with ... I do not think that it is in your personal interest.” [54, minute 54] 

The film recruits the programing message of the romanian national secret political organization ad- 
dressed to MATEI Alexandru relative to the theme of card-playing — recurring from his film entitled 
“Portile albastre ale orasului” (The Blue Gates of the Town) of 1973 and his television film entitled 
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“Jucatorii de carti” (The Card-players) of 1977 — with that the father of Traian STANESCU as “Gelu 
RUSCANU?” passionately practiced “card-playing; he was sick, whole nights remained in the club, had 
not a bit of will”. [58, Part II, minute 29] 


2.43. The radio stage-play entitled “Floarea din prapastie” 
(The Flower in the Precipice) of 1983 


In the radio stage-play entitled “Floarea din prapastie” [Read approximately: 'floAreA din pro'pAstie. 
In the english language: The Flower in the Precipice.] of 1983, MATEI Alexandru was required to act 
the role of a “provincial” [62, minute 24] “chum” [62, minute 85] visiting the capital Bucharest and ac- 
cidentally meeting Radu BELIGAN [Read approximately: 'rAdo beli'gAn.] as “Fanica BUDU”, [Read 
approximately: fa'nika 'bodv.] a former fellow-student of his, who with his professional career 
reached Bucharest by having been appointed director one year and a half earlier. This aspect of the 
stage-play can be construed as formulating and programing the interest of the romanian national secret 
political organization in ceasing the actor career of MATEI Alexandru in Bucharest and placing him to 
the provinces, as well as in conditioning his reaching Bucharest again upon his taking up a new profes- 
sional career suitable for his intended political utilization. 

Radu BELIGAN as “Fanica BUDU”, a “novice of provinces” [62, minute 60] — who “in the matters 
of women is fully oafish, and he knew only his wife, and that very late” [62, minute 28] — once dreamt 
of a woman by name “Afrodita, a true celestial embodiment”, [62, minute 7] about whom he thought 
she appeared before him in the reality as well sometimes, and whom he thinks he glimpses and tries to 
accost thrice in the park during his meeting with MATEI Alexandru as his chum. He “contacted distin- 
guished humans, penetrated into the ranks of the respectabilities in the capital of the country: coun- 
cilors, generals, ambassadors, ministers” [62, minute 9] as “the first engineer from the soles of the 
country — a word-group recurring from the film of MATEI Alexandru entitled “Rascoala” (The Upris- 
ing) of 1965, in which the peasants are qualified as “the soles of the country” [2, minute 67] by the lord 
lieutenant — to succeed in penetrating among the devils in the sole of the hell.” [62, minute 10] On the 
initiative of his wife, and “being appreciated very much” [62, minute 15] by the director-general having 
brought him to Bucharest, “Mihai ASAN”, [Read approximately: mi'hAj A'sAn.] who considers that “he 
has perspectives of getting far away”, [62, minute 16] he intends to enter the Club of Spring [In the ro- 
manian language: Clubul Primaverii.] being made up of “respectabilities”. At the gathering of the 
“good world” [62, minute 15] held at the couple “Mihai and Adelaida ASAN” for obtaining “entering 
recommendations” [62, minute 15] for him from five members of the club, he gets acquainted with Va- 
leria SECIU as “Marador” — recurring from the television film of MATEI Alexandru entitled “Jocul 
ielelor” (The Dance of the Evil Elves) of 1982 — “the most superb woman in the world, [62, minute 
20] a masterpiece of Pygmalion, a queen”, [62, minute 27] whom he thinks she is an “Afrodita, the 
woman of his dreams”, [62, minute 7] and falls in love with her. He complains her that while in the 
provinces he was regarded as a “valued high dignitary”, [62, minute 60] in Bucharest he has the public 
image of “the little Fanicuté BURTA”. [Read approximately: foni'ktso 'burta.] [Note: “Burté” means 
“belly”.] [62, minute 60] On her part, she confesses him to be “the human whom she feels very close, 
sympathetic”, [62, minute 26] recognizes in him a human belonging to the “world of the good ones”, 
[62, minute 75] and informs him that the humans of her “world” are “maybe the most evil ones”, [62, 
minute 76] namely “gangsters of coffee-shop”. [62, minute 66] By means of a tricky loan, her husband 
and the president of the club manage to extort a big sum of money from his refinery on his own ac- 
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count, in spite of the fact that during their affair she gives him away that plan. During their last assigna- 
tion, the fiancee of the president of the club surprises them in the act, and having mistaken him for his 
fiance shoots Radu BELIGAN as “Fanica BUDU” dead. The radio stage-play ends with the words of 
Valeria SECIU as “Marador”: “A good human has died.” [62, minute 84] 

It can be presumed that in a certain measure the character “Fanica BUDU” reflects the person of 
MATEI Alexandru, and Radu BELIGAN acted him and a potential path of life of his in conformity 
with the interests of the romanian national secret political organization. As such, the radio stage-play is 
in keeping with the presumption of the sexual inactivity of MATEI Alexandru, and of his late marriage. 
His dream of “Afrodita, as the goddess of love and beauty”, [62, minute 65] was meant to explain his 
relative sexual inactivity, programing approximately: “MATEI Alexandru does not contact women sex- 
ually because he only needs and is only willing to deal with goddesses, the most superb women in the 
world.” His hunt for a real “Afrodita” formulated and programed the national secret political need for 
the genetic potential of MATEI Alexandru. The initiative of his wife that he enter the Club of Spring 
and the relating events refer to that the romanian national secret political organization endeavored to 
co-opt MATE] Alexandru to its own ranks, namely “to set him next to the most famous heads of the re- 
spectabilities of Bucharest”. [62, minute 19] The notions “evil humans”, [62, minute 76] “gangsters of 
coffee-shop”, [62, minute 66] and “devils in the sole of the hell” [62, minute 10] were meant to offer an 
explanation for the planned cessation of the film career of MATEI Alexandru in Bucharest and his mur- 
der, and they constitute a revelation of the nature of the romanian national secret political organization 
particularly, and the ethnical and the national secret political organizations generally. His planned re- 
moval from the capital also appears to have been meant for an incentive for him to comply with the re- 
quirements of his national secret political utilization. While the film entitled “Cartierul veseliei” (The 
Quarter of Merriness) of 1964 presumably qualifies MATEI Alexandru as a “good romanian”, [7, 
minute 70] this radio stage-play presumably qualifies him as a “good human”, [62, minute 84] what 
refers to that till the year 1983 the romanian national secret political organization did not manage to 
turn him into a nationalist. 

The name “Adelaida” of a member of the Club of Spring — recurring from the television film of 
MATE! Alexandru entitled “Jucdatorii de carti” (The Card-players) of 1977, in which it was connected 
with the success of the boyar character having won 80,000 rubles — can be presumed to have been 
meant for a symbol of the potential success of MATEI Alexandru in conformity with the interests of the 
romanian national secret political organization. 

The radio stage-play repeatedly refers to the poker-playing as a means of winning money in 
Bucharest, by this means presumably recruiting the personal secret political message addressed to 
MATEI Alexandru of resorting to it, already formulated and programed with his film entitled “Portile 
albastre ale orasului” (The Blue Gates of the Town) of 1973 and his television film entitled “Jucatorii 
de carti” (The Card-players) of 1977. 


2.44. The radio stage-play entitled “Eu, mostenitorul” (I, the Heir) of 1983 


The radio stage-play entitled “Eu, mostenitorul” [Read approximately: jed mofteni'torol. In the eng- 
lish language: I, the Heir.] of 1983 appears to have been utilized by the romanian national secret politi- 
cal organization for the implementation of the pecuniary-control guideline of its personal secret policy 
relative to MATEI Alexandru. In this radio stage-play, he was required to act the character “Amedeo 
Selciano” originating from a relatively prosperous family having a traditional and profuse philanthropic 
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activity, after the death of his parents continued by him “following the example of his father” [63, 
minute 3] and his aunt. 

After having deprived his rather prosperous parents of property under cover and by means of its 
communist regime in Romania shortly after the second world war, and before the planned cessation of 
his actor career, the romanian national secret political organization presumably meant his this role to 
formulate and program the approximate reminder message addressed to MATEI Alexandru: “You have 
nothing to inherit from your parents, therefore your pecuniary situation exclusively depends on your 
professional activity.” The dark pecuniary perspectives of MATEI Alexandru were to presumably be 
created to urge and compel him to comply with the requirements of his national secret political utiliza- 
tion, namely to undertake a professional career other than acting in conformity with the programed in- 
terests of the romanian national secret political organization. 

Within their profuse philanthropic activity, the family of MATEI Alexandru as “Amedeo Selciano” 
granted the close friend of his father “Prospero Ribera” full board in their house for 37 years, till his 
death. After having performed seamanship — already programed MATEI Alexandru for a new profes- 
sional occupation with his radio stage-play entitled “Autopsia unui accident” (The Autopsy of an Acci- 
dent) of 1977, film entitled “Ciocolata cu alune” (Whole Nut Chocolate) of 1978, radio stage-play enti- 
tled “Martin Eden” of 1979 and his television film entitled “Jocul de-a vacanta” (The Game of Vaca- 
tion) of 1981 — on board of a sailboat for around 30 years, and around a week after the death of “Pros- 
pero Ribera” there appears his son, “Ludovico Ribera”, who having read the diary of his father as part 
of his heritage considers himself the unique heir of the “patrimony of sentiments” [63, minute 20] of 
his father, and on the basis of that demands full board from the “Selciano’s”, who after all grant him it. 

The above aspect of the radio stage-play, in conjunction with its title, can be construed as expressing 
and programing the approximate message of the romanian national secret political organization ad- 
dressed to MATEI Alexandru: [heir = mostenitor (romanian) —> mos (romanian) = old man, namely 
decoded approximately: “When you become old, you shall have to rely on the mercy of others for a liv- 
ing, unless you shall serve me with your new professional career.” 

At the same time, philanthropy could be a new way programed to MATEI Alexandru for depriving 
him of money, just as card-playing of which programing in his previous films appears to have been re- 
cruited with this radio stage-play by that he as “Amedeo” lost big sums of money with card-playing. 

It can be presumed that the relations between on the one part the “Selciano’s” and on the other part 
“Prospero Ribera” approximately reflect the real-life relations between the romanian national secret po- 
litical organization and MATEI Alexandru. In this way, the entire actor career of MATEI Alexandru 
was the result of the professional and pecuniary “mercy” [63, minute 40] of the romanian national se- 
cret political organization, during which he was professionally and pecuniarily humiliated with the 
“alms” [63, minute 40] of secondary roles in which he could not completely evolve his cinemato- 
graphic and theatrical aptitudes. This professional and pecuniary humiliation was the condition and 
price of his actor career, otherwise being in the communist period a privilege as compared to the cases 
of other former political prisoners particularly, and humans qualified as unutilizable, inconvenient or 
dangerous generally. However, it appears that around 1983 the romanian national secret political orga- 
nization decided to cease delivering its cinematographic “mercy” to MATEI Alexandru, and to urge 
him to take up an administrative-political career according to its interests of utilizing him, having pro- 
gramed them mainly with his roles of trade-union leader, mayor and first secretary. 
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2.45. The film entitled “Muschetarii in vacanta” 
(The Musketeers in Vacation) of 1984 


The film of MATEI Alexandru entitled “Muschetarii in vacanta” [Read approximately: mofke'tari in 
vA'kAntsd. In the english language: The Musketeers in Vacation.] of 1984 is composed of three short 
films with independent artistic contents about the summer-vacation adventures of three pupils from the 
same school and class: [25, minute 1] 





This genre of film had already been utilized by the romanian national secret political organization rela- 
tive to MATEI Alexandru with the film entitled “Tufa de Venetia” (Bush of Venice) of 1977 presum- 
ably with the purpose of increasing the efficiency of the programing guideline of its personal secret 
policy relative to MATEI Alexandru. And indeed: his next film was to be made in around 1987, [3] and 
therefore the romanian national secret political organization had to convey with this film its programing 
messages destined for him for around three years. 

The years 1980, namely the last decade of the Socialist Republic of Romania, were characterized by 
a continuous decrease of the level of life of the society in Romania caused with the “screw-tightening” 
policy of the Ceausescu regime meant to motivate the national minorities for mass emigration as an im- 
plementation of the ethnic-cleansing guideline of the national secret policy of the romanian national se- 
cret political organization, which included the forced redemption of the external debts of the state by a 
massive and disproportionate export of alimentary products. It can be presumed that under these cir- 
cumstances MATEI Alexandru had become more and more disillusioned in the romanian communist 
party and state, what might have constituted a motive for the keeping back of his film career, besides 
his relative advanced age and the presumed disillusionment of the romanian national secret political or- 
ganization relative to the failure of its personal secret policy relative to him. 

The film makes references to other films of MATEI Alexandru presumably with the purpose of rein- 
forcing the personal secret political programing messages formulated in those, which references consti- 
tute evidences of the existence of a personal secret policy relative to MATEI Alexandru, and of the pre- 
sumption that his films — but presumably other films as well, such as the films of his presumed per- 
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sonal secret political wife candidates — were means of that personal secret policy of the romanian na- 
tional secret political organization. 

The leading characters of this film are children, similarly to the film of MATEI Alexandru entitled 
“Dumbrava minunata” (The Wonderful Oak-wood) of 1980, in which the leading character is the child 
“Lizuca”. In relation to MATEI Alexandru, this fact can be construed as having been a reference to the 
sexual continence of MATEI Alexandru, to that sexually he had remained a “child”, and an excitement 
of him to pedophilia, [25, minute 7, 20, 53 and 67] 
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with the purpose of preventing the possible conjecture of the public opinion that: “MATEI Alexandru 
married late, because he has been isolated from the genuine civil society with a micro-society of per- 
sonal secret political agents, like the immune system of an organism isolates the dangerous microorgan- 
isms, and could and would not establish close relations with the vitiated individuals of that micro-soci- 
ety, and the romanian communist party and state,” as well as concealing the romanian national secret 
political organization by programing approximately: “MATEI Alexandru married late, because he is a 
pedophile.” 
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In the first short film, entitled “Povestea lui Radu”, [Read approximately: po'vesteA 10j 'rAdv. In the 
english language: The Story of Radu.] [25, minute 3] 


Ar yes rey 





MATEI Alexandru was required to act the role of a circus showman having a show with a dog by name 
“Rocky”, [25, minutes 37 and 38] 
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about whom he says: “Rocky is my creation”: [25, minute 41] 


Rocky putea Sa se-mbolnaveasca. 
Rocky e creatia mea. Va multumesc ! 
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A group of pupils want to participate at a “great canine contest”. [25, minute 4] Looking for a dog, in 
a park they find “Rocky”, [25, minute 13] 





and call him “as in ‘The Wonderful Oak-wood’, Patrocle”, [Read approximately: paAt'rokle.] [25, 
minute 14] with this making a reference to the film of MATEI Alexandru entitled “Dumbrava min- 
unata” (The Wonderful Oak-wood) of 1980, in which the dog of “Lizuca” has the same name: [22, 
minute 19] 
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MATEI Alexandru as a circus showman is present at the canine contest, and when the children win it 
with “Patrocle”, he recognizes in him “Rocky”, and takes him: [25, minute 30] 





The children follow and see him entering the circus. They go to the evening show, during which 
“Rocky” goes to them, whereupon MATEI Alexandru as a circus showman says: “Let’s applaud these 
children. Owing to them, we have had this wonderful show. They saved the famous Rocky. I lost him, 
and they found him. I thank you, children.” [25, minute 40] 

The film can be construed as metaphorically expressing and programing the interest of particularly 
the romanian national secret political organization in depriving MATEI Alexandru of his potential “cre- 
ation” [25, minute 41] symbolized by “Rocky”. In this respect, the children symbolize the personal se- 
cret political agents to be utilized for carrying out that deprivation, they having been “children” as com- 
pared to the “genius incarnate” [4, minute 7] of MATEI Alexandru. His finding the dog symbolizes the 
discovery of the deprivation and repossessing his “creation” by the show symbolizing his public 
demonstration of his quality of creator. 

The film could also express and program the reproach of the romanian national secret political orga- 
nization to MATEI Alexandru for his not having engaged in the collective creative work of building the 
“multilaterally developed socialist society” in the Socialist Republic of Romania, in this respect his 
only “creation” “Rocky” [25, minute 41] symbolizing his “heart of dog” [25, minute 8] towards the 
personal secret political agents surrounding him, and the romanian communist party and state. 
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The film presents two persons resembling in facial expression MATEI Alexandru, acting an official 
of the canine contest, and respectively a conductor of orchestra, [25, minutes 26 and 28] 





with this presumably programing MATEI Alexandru two possible creative activities in conformity with 
the interests of the romanian national secret political organization. 
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The second short film, entitled “Povestea Irinei”, [Read approximately: po'vested i'rineI. In the eng- 
lish language: The Story of Irina.] [25, minute 44] 





y 


makes a reference to the same film of MATEI Alexandru, entitled “Dumbrava minunata” (The Wonder- 
ful Oak-wood) of 1980, with the actor Ernest MAFTEI — who in that film had acted the grandfather of 
“Lizuca” — as an “unsociable and lonely” [25, minute 55] old man living in a house. 

The “unsociableness” [25, minute 55] of the old man can be presumed to have reflected a real feature 
of MATEI Alexandru, a consequence of his having been secretly persecuted in a manner and measure 
by the romanian national secret political organization with manipulating the individuals of his micro- 
social environment. This feature could already be expressed and programed with the word “bear”: [bear 
= urs (romanian) —  ursuz (romanian) = unsociable] and with the roles of the bachelor “Nicolae 
MURGU” acted by Dorel VISAN in the film entitled “Femeia din Ursa Mare” (The Woman in the 
Great Bear) of 1982, the bachelor “Colae” acted by MATEI Alexandru himself and the bachelor 
“Fanita” acted by Sebastian PAPAIANI in the film entitled “Un surds in plind vara” (A Smile in Mid- 
Summer) of 1963, the bachelor “Petre” acted by Ilarion CIOBANU in the film entitled “Rascoala” (The 
Uprising) of 1965, and the bachelor “Dinu” acted by Cornel COMAN in the film entitled “Ultimele zile 
ale verii” (The Last Days of the Summer) of 1976, as well as reflected by not making reference to the 
families of the characters acted by MATEI Alexandru, or not relating him with women in several other 
films. 

Ermest MAFTEI as an old man deals with making and flying kites, what can be construed as having 
metaphorically expressed and programed the notion termed by me “national secret political organiza- 
tion”: [kite = zmeu (romanian) = dragon]. This means that the romanian national secret political organi- 
zation had reckoned with the eventuality that MATEI Alexandru would formulate and express in a 
manner his experiences and knowledge about it as the romanian “dragon” and the french one particu- 
larly, which had controlled his film career and even life. It is worth mentioning that in his poetry the 
hungarian poet in Romania Domokos SZILAGYI had also utilized the hungarian equivalent of the 
above romanian equivalent of the word “dragon” to metaphorically express and program the notion 
termed by me “ethnical or national secret political organization” in relation to Elizabeth Adam. [Note: 
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See my book entitled “National Conspirations for Stifling Elizabeth Adam As a Terrestrial Extraterres- 
trial Historical Personality”. ] 

The motive of the “unsociableness and loneliness” [25, minute 55] of Ernest MAFTEI as an old man 
is that he had a grandson who while playing with a kite on the road was knocked down by an automo- 
bile: [25, minute 56] 





This “mystery” [25, minute 56] can be construed as a formulation of the approximate warning pro- 
graming message addressed to MATEI Alexandru by the romanian national secret political organiza- 
tion: “Not only you don’t publish your experiences and knowledge about us, but don’t divulge them in 
your family either, otherwise you shall risk the concealed murder of the initiates.” 

A school-boy also deals with making and flying kites: [25, minutes 46, 46 and 50] 
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This could be another metaphorical expression and programing of the interest of particularly the roma- 
nian national secret political organization in plagiarizing the “creation” [25, minute 41] of MATEI 
Alexandru relative to the national “dragons” experienced and cognized by him by utilizing a personal 
secret political agent symbolized by the boy. 

Two girls decide to intrude into the house of Emest MAFTEI as an old man together with other girls 
mobilized by them while he is outside in the garden or the workshop, in order to “provide for him”. 
[25, minute 58] While relating with the “father’s little children” [25, minute 65] positively, he makes 
another reference to the film of MATEI Alexandru entitled “Dumbrava minunata” (The Wonderful 
Oak-wood) of 1980 by carrying a child around his neck: [25, minute 67] [22, minute 8] 
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The third short film, entitled “Povestea lui Marius”, [Read approximately: po'vestea loj 'maArivs. In 
the english language: The Story of Marius.] [25, minute 79] 

















has made a direct reference to MATEI Alexandru with the name of the character uncle “Alexandru”, a 
relatively old man living with his wife in a house in a town in the delta of the Danube, presumably Tul- 


cea, [Read approximately: 'toltf{ea.] and occupying with making and selling ship models: [25, minutes 
70 and 71] 
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which presumably represent the “creation” [25, minute 41] of MATEI Alexandru deemed as a possibil- 
ity by the romanian national secret political organization and expressed and programed with the first 
short film. It has been an indirect reference to MATEI Alexandru that uncle “Alexandru” owns a motor- 
cycle combination, of which the character “Fanita” — presumably representing in a manner and mea- 
sure the personality of MATEI Alexandru — dreams, [8, minute 26] and with which he was related in 
the film entitled “Un suras in plind vara” (A Smile in Mid-Summer) of 1963: [8, minutes 47 and 47] 
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The theme of the film of crimes committed in the delta of the Danube is recurring from the films of 
MATEI Alexandru entitled “Vremea zapezilor” (The Time of Snow) of 1966, in which there is commit- 
ted embezzlement and murder, and “Alarma in delta” (Alarm in the Delta) of 1976, in which there are 
committed crimes in connection with carrying out of the country robbed “greek sculptures”. [18, 
minute 21] 

In this short film, two figures steal the motorcycle of uncle “Alexandru” [25, minute 78] 
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while his school-boy relative “Marius” is spending his summer vacation at him. Together with other lo- 
cal children, “Marius” begins investigating the theft, [25, minutes 80 and 89] 





469 


and finally they recover the motorcycle without the intervention and implication of the militia of penal 
investigation: [25, minute 95] 





This aspect of the film is recurring from the film entitled “Alarma in delta” (Alarm in the Delta) of 
1976, in which the robbery case was mainly solved by two children of the place. 

The stealing of the motorcycle from uncle “Alexandru” expressed and programed the interest of the 
romanian national secret political organization in depriving MATEI Alexandru of material property. 
The repeated ostentatious assertion of the collective creativity of children in surpassing the penal inves- 
tigation organs of the state particularly had presumably been meant to program the public-opinion pre- 
paring fabricated conception that there resided a huge collective creative capacity uniformly dispersed 
in all members of the “nation”, and by this means to increase the credibility of the fabricated concep - 
tion that particularly the potential “creations” [25, minute 41] of MATEI Alexandru pertained to the 
“nation”, they originated not in his genial individuality, but in the “national genius”. This is how the na- 
tional secret political organizations understand and create the relations between individuals and society, 
they endeavor to fade the prominently creative individuals, and promote and glorify their impersonal 
“nations” with the “creations” of individuals, to present those “creations” as collective national and not 
individual achievements. This national secret political propagandistic status of the children has been 
expressed and programed through the scene in which a militiaman of road traffic subordinates himself 
to a child: [25, minute 92] 
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[Note: My this interpretation of this film is primarily based on my personal experiences that the ethni- 
cal and the national secret political organizations endeavor to plagiarize my books constituting my par- 
ticular “creations”. | 


2.46. The television film entitled “Siciliana” (The Sicilian) of 1984 


In the television film entitled “Siciliana” [Read approximately: sitfili'anaA. In the english language: 
The Sicilian.] of 1984, [Note: The title refers to the chess opening named “sicilian defense”.] MATEI 
Alexandru was required to act the character “uncle Anton” [Read approximately: An'ton.] from the big 
town of Pitesti, [Read approximately: pi'teftj.] father of his daughter, “Fifi”, [Read approximately: ‘fifi. ] 
recently being graduated from the medical institute in the big town of Cluj, [Read approximately: 
klo3.] assigned to the provinces as a physician, but wanting to reach the “world and civilization” [60, 
minute 17] of the capital Bucharest. For this reason, they pay a visit to Marian HUDAC [Read approxi- 
mately: maAri'An ho'dAk.] as “uncle Tache”, [Read approximately: 'take.] working as a director in a 
ministry in Bucharest, having a similar problem with his son, “Bebe”, recent full graduate in agronomy, 
[Read approximately: 'bebe.] carrying him a jug of plum-brandy, [60, minute 13] 
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and asking him to use his influence for obtaining “a post, a house, and a Bucharest bulletin” [Note: 
Identity booklet.] [60, minute 14] in Bucharest for his daughter. However, the result of the “interven- 
tion and insistence” [60, minute 85] at the minister of Marian HUDAC as “uncle Tache” to obtain the 
transfer of his son from his post in the commune Rapele [Read approximately: 'ripele.] to a post in 
Bucharest was that “uncle Tache” himself was transferred to that commune, in order for him “not to be 
separated from his son”. [60, minute 85] 

This film approximately immediately preceded the period of suspension of the film career of MATEI 
Alexandru between around 1984 and 1987. On the basis of this, it can be presumed that the romanian 
national secret political organization reckoned with the possibility that MATEI Alexandru would react 
to the interruption of his film career by resorting to traffic in influence — a practice widely spread in 
the civil society of the Socialist Republic of Romania — in order to resume his film career. In this re- 
spect, the film could be meant to prepare spiritually MATEI Alexandru that his such an “intervention 
and insistence” [60, minute 85] would be not only unsuccessful, but also counter-productive, and ac- 
cording to the interest of the romanian national secret political organization it could result in taking him 
out of the “civilization” [60, minute 17] of Bucharest, and placing him to the provinces. 

The chess-playing aspect of the film can be construed as having formulated and programed chess- 
playing as a new professional occupation for MATEI Alexandru to be deprived of his actor career, car- 
ried out with Mircea DIACONU [Read approximately: 'mirtfea di'aAkonv.] as “Damian”, [Read approx- 
imately: dAmi'An.] the chess “champion on Cluj, [who] in Transylvania has no rivals”: [60, minute 22] 
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The provincial chess-playing place of Mircea DIACONU as “Damian” can be presumed to have pro- 
gramed MATEI Alexandru that the suspension of his film career was caused by his “rivals” in 
Bucharest, and he should have gone to the provinces in order to “have no rivals” in acting. This pre- 
sumption is corroborated by the decision of the daughter of MATEI Alexandru as “Anton”, “Fifi”, 
working in the commune Rapele as a physician, to give up her endeavor to have herself transferred to 
Bucharest, saying: “I will remain here. ... It is more difficult to assert yourself in a place where there is 
no need for you.” [60, minutes 79-80] This refers to that approximately beginning with 1984 there was 
no more national secret political need for the acting of MATEI Alexandru in the Bucharest of the So- 
cialist Republic of Romania. 

The profession of agronomist of Horatiu MALAELE as “Bebe” — recurring from the film entitled 
“Ciocolata cu alune” (Whole Nut Chocolate) of 1978, which presumably also expressed and programed 
the interest of the romanian national secret political organization in placing MATEI Alexandru to a ru- 
ral working and living environment — can be presumed to have been another new professional occupa- 
tion programed to MATEI Alexandru, in conformity with the interests of the romanian national secret 
political organization. He says: “I will go to the circus” [60, minute 2] — which as a place of work was 
also programed MATEI Alexandru with his role of a circus showman in the first short film entitled 
“Povestea lui Radu” (The Story of Radu) of the film entitled “Muschetarii in vacanta” (The Musketeers 
in Vacation) of 1984 — and “I don’t have luck,” [60, minute 2] by this means presumably formulating 
and programing that the suspension or cessation of the film career of MATEI Alexandru to follow was 
caused not by the romanian national secret political organization, but by his lack of “luck”. 
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The “big-eyed” [20, minute 40] Diana LUPESCU [Read approximately: di'AnA lo'pesko.] as “Fifi” 
— recurring from the radio stage-play of MATEI Alexandru entitled “Eu, mostenitorul” (I, the Heir) of 
1983 — can be presumed to have been chosen for a personal secret political wife candidate to MATEI 
Alexandru, in conformity with his known or presumed tastes: [60, minutes 11 and 84] 
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On its part, her character name “Fifi” is recurring from the film of MATEI Alexandru entitled 
“Grabeste-te incet” (Hurry Slowly) of 1981. This can be construed as a simultaneous programing him 
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with this film Tania FILIP (born in 1959) [3] — as an actress resembling Diana LUPESCU (born in 
1954) [3] at least in age — for a personal secret political wife candidate. 

It is to be mentioned that the character “Bice” of Diana LUPESCU in the radio stage-play entitled 
“Eu, mostenitorul” (I, the Heir) of 1983 is similar to her character “Fifi” in this television film from the 
point of view of the temporal and pecuniary relations to the respective characters of MATEI Alexandru: 
both the received orphan girl “Bice” and the daughter “Fifi” are much younger than those, and pecu- 
niarily both depend on those, which relations approximately reflect the real-life temporal and pecuniary 
relations of Diana LUPESCU and Tania FILIP to MATEI Alexandru, as well as MATEI Alexandru was 
related twice with Diana LUPESCU within the relatively short period of time of around one year. 
These corroborate the presumption of the existence and implementation of a personal secret policy rela- 
tive to MATE] Alexandru of the romanian national secret political organization. 


2.47. The film entitled “Enigmele se explica in zori” 
(The Enigmas Are Explained at Dawn) of 1987 


The film entitled “Enigmele se explica in zori” [Read approximately: e'nigmele se eks'pliko in zorj. 
In the english language: The Enigmas Are Explained at Dawn.] of 1987 presents a dream of Florin CA- 
LINESCU [Read approximately: flo'rin koli'neskv.] as the journalist and author of crime novels “An- 
drei MLADIN”. [Read approximately: And'reI 'mlAdin.] Therefore, the crime story fragment of MATEI 
Alexandru as the proser “Petre ROSCANU” [Read approximately: 'petre rof'kano.] is a fiction created 
by the imaginative power of the leading character. On the basis of this, it can be presumed that with this 
film the romanian national secret political organization has primarily formulated and programed the ap- 
proximate self-concealing message: “The case of MATEI Alexandru is an enigma, and any book writ- 
ten about it is a fiction of the respective author.” The theme of asserting “enigmas”, namely the practice 
of qualifying as “enigmas” stories referring to its existence and actions, is recurring from the film enti- 
tled “Muschetarii in vacanta” (The Musketeers in Vacation) of 1984, in which the story of the grandson 
of Ernest MAFTE] as an old man is qualified as “mystery”. [25, minute 56] 
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The main location of the film is a holm of the Danube, [26, minute 19] 





what confirms the rule that all the films of MATEI Alexandru connected with the Danube generally, 
and its delta particularly, have a theme of criminal character. This can be presumed to have reflected the 
intention of the romanian national secret political organization to utilize the relative environmental iso- 
lation, namely the “closed space” [26, minute 55] created and ensured by the Danube to concealedly 
have crimes committed against him, assassination included: [9, minute 5] [18, minute 66] [25, minute 
86] 
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This intention was programed with words as well: “In a town with one million inhabitants, there would 
be less danger than here. In a village of one hundred houses, there would be more tranquility and har- 
mony. As if all the evil had accumulated on this holm.” [26, minute 59] And indeed: in 1987, at his age 
of around 60 years, when in this film he was required to say that: “Old age is difficult,” [26, minute 19] 
when the personal secret policy relative to him of the romanian national secret political organization 
had proved to be a failure, namely he had not become neither communist, nor nationalist, his person 
must have appeared for it as unutilizable, inconvenient or dangerous, and his physical elimination must 
have been the best solution from the point of view of the security of the Ceausescu regime and the ro- 
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manian national secret political organization. This presumption is corroborated by the fact that this was 
the last film of MATEI Alexandru in the Socialist Republic of Romania, [3] and it might have remained 
so, if the radical political changes of december 1989 had not intervened, event which might have saved 
him from a concealed assassination. 

On the holm, there is an archaeological site, to where a number of personalities were invited by the 
archaeologist: [26, minute 20] 





The role of a proser of MATEI Alexandru substantiates the presumption that the romanian national se- 
cret political organization reckoned with the possibility that in his decaying or after his terminated film 
career MATEI Alexandru would engage in another professional occupation, particularly in writing, and 
in this way his “creations” [25, minute 41] would be books. This presumed fear of the romanian na- 
tional secret political organization appears to have already been expressed and programed with the tele- 
vision film entitled “Jocul ielelor” (The Dance of the Evil Elves) of 1982, in which MATEI Alexandru 
was required to act a printworker character. Otherwise, the professions of the other visitors to the holm 
can be construed as programings of new professions to MATEI Alexandru in conformity with the inter- 
ests of the Ceausescu regime of the romanian national secret political organization: book reviewer, 
composer, archaeologist, film director, journalist, and poet. [3] It results that he was unwanted to oc- 
cupy with politics and modern and contemporary history. 

The first name “Haralambie” — recurring from the radio stage-play of MATEI Alexandru entitled 
“Hanu-Ancutei” (The Inn of Ancuta) of 1968 and his television satiric moment entitled “Cum s-a facut 
Grigore covrigel” (How Was Grigore Made a Small Pretzel) — of the journalist, who ostentatiously 
deals with photographing, saying: “What kind of journalist are you, if you don’t maintain a permanent 
contact with the thrill of reality?!”, [26, minute 6] can be presumed to have been a formulation and pro- 
graming of the approximate personal secret political message addressed to MATEI Alexandru: “If with 
your expected new profession, particularly with writing, you turn against the party and the state, you 
shall be constrained to deal with only photographing”: [26, minutes 7, 8, 12, 19, 22 and 59] 
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The actress Silvia POPOVICI [Read approximately: 'silvia 'popovitf.] acting in this film “Adriana 
STOLERCIUC”, [Read approximately: Adri'ana stoler't{ok.] the wife of the archaeologist, corrobo- 
rates with her surname the presumption of the sexual inactivity of MATEI Alexandru: [Popovici —> 
pop (romanian) = priest] and by her being presumed by Florin CALINESCU as “Andrei MLADIN” to 
be the “beauty Adelaida” [26, minute 1] on a mysterious painting of his, for the painter of which she 
posed, programed MATEI Alexandru painting for a new professional occupation, and a new method of 
contacting women sexually: [26, minutes 24 and 26] 
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The surname “Popovici” had already been utilized for national secret political communication with 
MATEI Alexandru with the character names “Popovici” of himself in the film entitled “Ultimele zile 
ale verii” (The Last Days of the Summer) of 1976, “Valentina POPOVICI” of Vasilica TASTAMAN in 
the film entitled “Grabeste-te incet” (Hurry Slowly) of 1981, and with the name of the actress Ileana 
POPOVIC] in the film entitled “Pentru patrie” (For Fatherland) of 1978. 

It can be presumed that the name “Adelaida” [26, minute 1] was inspired by the television film of 
MATEI Alexandru entitled “Jucatorii de carti” (The Card-players) of 1977, in which the card-player 
boyar from Ariazon [55, minute 6] named his deck of tricky cards “Adelaida Ivanovna”, [55, minute 5] 
which presumption can be corroborated by that the screenplay of the film was required to be written by 
George ARION, [Read approximately: 'd3eord%e Ari‘on.] [3] whose surname makes a reference to the 
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dwelling locality of the boyar: [Arion —> Ariazon]. 

The only woman visiting the holm is Magda CATONE [Read approximately: 'mAgda ka'tone.] as the 
“big-eyed” [20, minute 40] actress “Suzana MECULA”, [Read approximately: so'zAnA me'kolA.] who 
can be presumed to have been chosen for a personal secret political wife candidate to MATEI Alexan- 
dru. Her appearance asserted with the film made her suitable for a concealed infection with the human 
immunodeficiency virus, the reason why her marriage to MATEI Alexandru at the level of the year 
1987 — when the HIV had already been known and launched — can be considered a method destined 


for his physical elimination: [26, minutes 8, 8 and 37] 
| 
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At the same time, she could be murdered concealedly by the romanian national secret political organi- 
zation, and then it could have the murder imputed to MATEI Alexandru pretending his having been 
motivated by jealousy, as it was programed with the film, in which she was “mysteriously” [25, minute 
56] murdered, and the visitor who had photographed her suggests that she could be murdered from the 
jealousy caused by that he and she “had stayed rather much time together”. [26, minute 38] In this way, 
the film generalizes the particular situation of MATEI Alexandru by threatening all the visitors with 
murder and the accusation of murder at the same time. 

The film makes a reference to the film entitled “Muschetarii in vacanta” (The Musketeers in Vaca- 
tion) of 1984 and to the “old man unsociable and lonely as a sparrow owl” [25, minute 55] in it with a 
song of a sparrow owl and its formulation with words: “This’s been a sparrow owl,” [26, minute 46] by 
this means presumably associating the “mystery” [25, minute 56] of the old man and the “enigma” of 
concealedly committing murder in a “closed space” [26, minute 55] of this film, they having in com- 
mon their having been created and utilized by the romanian national secret political organization in par- 
ticular — symbolized together with the national secret political organizations in general by the deities 
of the archaeological site: [26, minutes 51 and 56] 
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— as well as their referring to the secret-keeping and -guarding guideline of its national secret policy 
implemented by deterring the capable and interested persons from the research relative to it, symbol- 
ized with the archeological excavations on the holm, with the message expressed and programed in 
words through the threatening slips distributed in secret to the visitors: “If you stick to life, don’t go to 
the holm”, [26, minute 6] 


485 








and through the words of Florin CALINESCU as “Andrei MLADIN” that there “blood flows in 
streams”. [26, minute 11] 

Florin CALINESCU as “Andrei MLADIN” with a lamp in the hand in a room of the archeological 
site [26, minute 50] 
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discovering presumably gods, [26, minute 51] 





lighting a torch, [26, minute 55] 
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and discovering goddesses, [26, minute 56] 





repeats the screenplay relation of the film entitled “Razboiul domnitelor” (The War of Princesses) of 
1970, in which Ilarion CIOBANU as “Ghinda”, with a torch in the hand in the fortress lights other 
torches, and discovers the treasure of the moldavian franklins as means of the romanian national politi- 
cal power, and makes a reference to that film with the word “fortress”, saying: “From where [are there] 
phantoms at us, in a fortress?!” [26, minute 46] Similarly, Florin CALINESCU, having an ethnically 
specific romanian facial expression — and what is more, resembling Nicolae CEAUSESCU, who pre- 
sumably was at that time the most powerful member of the romanian national secret political organiza- 
tion [26, minutul 1] [3] 
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— as “Andrei MLADIN” represents the “luminous” sign of orientation of the romanian national secret 
political organization in discovering the “gods” as a part of the romanian national cognitive power. In 
this aspect, the film has been an anticipated metaphoric national plagiary of what MATEI Alexandru 
could have done, was expected, but after all omitted to do, or of what a research of his “complicated 
and dirty” [26, minute 55] case could reveal in connection with the national secret political organiza- 
tions, expressing in this way their endeavor to monopolize the leading role in all the relative important 
domains and phenomena of the social life, to nationalize the creations of the individuals unutilizable, 
inconvenient or dangerous from their national point of view through useful national secret political 
agents chosen by them from among the “useful plants in the garden”, [32, minute 55] and to utilize 
them for means of increasing the “national glory”, namely to take over control through creating and 
manipulating their own versions or doubles of the undesired persons and social phenomena. 

What is more, Florin CALINESCU as “Andrei MLADIN” is not satisfied with the status of the dis- 
coverer of the “gods”, he does not remain at the stage of the passive scientific cognizer of the phenom- 
enon or national secret political organizations, but enounces ideas referring to the actions which should 
be undertaken against those by the individuals qualified by them as unutilizable, inconvenient or dan- 
gerous and victims of their persecutions, in this way rising to the level of the political action for chang- 
ing this negative social standing: “I have had enough of the conspirations around me. I have an account 
with all who does not respect the human.” [26, minutes 58-59] 


2.48. The television satiric moment entitled “Visul” (The Dream) 


On the basis of the appearance of MATEI Alexandru and its theme, the television satiric moment en- 
titled “Visul” [Read approximately: 'visol. In the english language: The Dream.] can be presumed to 
have been made in the period of suspension or possibly cessation of the film career of MATEI Alexan- 
dru in the Socialist Republic of Romania between around 1984 and 1989: [81, minute 1] 
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MATEI Alexandru as “Ionicel” [Read approximately: joni'tfel.] has the experience that “at him the 
dreams always come true”. [81, minute 1] For example, when his co-worker liking the soup of tripes 
was sacked from function for having been looking for it in office hours, “he had dreamt of soup of 
tripes all night”. [81, minute 2] And when he dreamt of lime brushes, [In the romanian language: 
Bidinele.] “comrade Bidinoiu” [Read approximately: bidi'nojv.] [81, minute 2] was punished for mis- 
using the sick-leave. One night, he dreamt of a white horse drawing with indifference a cart full of “dis- 
sipated materials”. [81, minute 4] According to his decoding, the horse potentially designating Cornel 
VULPE as his foreman “comrade Stamate” [Read approximately: stA'mAte.] — recurring from the ra- 
dio stage-play of MATEI Alexandru entitled “33.333 de icosari si 33 de firfirici” (33,333 Piasters and 
33 Cents) of 1979 — and the cart the enterprise, he goes to him, and tells him his dream to warn him of 
the possibly coming punishment. The foreman, “being strongly curious to see what his subconscious 
fabricated”, [81, minute 1] gives an ear to him, ironically qualifies the dream as “significant”, [81, 
minute 3] and transfers him from the office to the section “in order for him to see which is the up-to- 
date reality”, [81, minute 5] and “not to dream of others any more.” [81, minute 5] 

The notion of “white horse” [81, minute 3] — appearing to be a part of the occultism of the ethnical 
and the national secret political organizations, presumably symbolizing them themselves — is recurring 
from the film of MATEI Alexandru entitled “Ultimele zile ale verii” (The Last Days of the Summer) of 
1976, in which Cornel COMAN as “Dinu BUNEA” — having presumably acted a potential path of life 
of MATE! Alexandru in conformity with the interests of the romanian national secret political organiza- 
tion — repeatedly glimpses a “mysterious” white horse having entered the area of the building ground, 
without an apparent rational connection with the plot, and presumably symbolizing the interference of 
the romanian national secret political organization in the life of MATEI Alexandru, and the “mysteri- 
ous” aspects of his life constituting manifestations of that interference: [19, minutes 26, 26, 57 and 57] 
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Further, the image of white horse appears to be a symbol of the american Illuminati also from the 
american film entitled New York, New York of 1977, in which it appears associated with the “brilliant 
career” [84, minute 139] of Liza Minnelli as “Francine Evans” as “Peggy Smith”: [84, minute 137] 





by this means presumably formulating and programing that an artist may have a “brilliant career” only 
with the background support of the respective ethnical or national secret political organization, what 
was not the case in relation to MATEI Alexandru. 

Also, american celebrities are sometimes presumably required to pose with a white horse, which act 
of national secret political propaganda is part of the price they have to pay for the american I/luminati 
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for their celebrity. On the photos below, there are visible Paris Hilton and Angelina Jolie under such 
circumstances: [84] [85] 





Paris Hilton can be presumed to have been a member of the american Illuminati by virtue of her social 
origin. As regards Angelina Jolie, it may be “significant” [83x, minute 3] that her photo was taken in 
2001, namely just shortly after her presumed cooptation by the american Illuminati in 1999. 

The types of connections revealed with the dreams of MATEI Alexandru as “Ionicel” reflect the 
types of connections on which the external communications of the ethnical and the national secret po- 
litical organizations are based, because in order to conceal themselves they cannot utilize the standard 
language, but are under the necessity of encoding their messages addressed to the target individuals or 
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the society. That his dreams regularly come true reflect the real-life situation of MATEI Alexandru that 
there regularly came true those programings of the romanian national secret political organization ad- 
dressed to him of which implementation did not depend on him. 

The ethnical and the national secret political organizations — as entities never appearing in the pub- 
lic concrete reality as they themselves, or entities always appearing in the public concrete reality in the 
form of natural or artificial persons as concealing fronts — having been aware of that no one can estab- 
lish their existence and actions as “facts”, [26, minute 10] and the single way of creating theoretical 
knowledge about them is the theoretical one, have not been interested in the theoretical proceedings of 
those individuals who possess personal experiences about them, as was MATEI Alexandru. The reason 
why particularly the romanian national secret political organization qualified with this television satiric 
moment the potential theoretical proceedings about it of MATEI Alexandru as “dreams”, and pro- 
gramed its interest of transferring him from the “office”, [81, minute 5] designating in particular his ac- 
tor career, or in general an environment suitable for theoretical proceedings — designated and pre- 
sented as “fabrications of the subconscious” [81, minute 1] with this television satiric moment, as well 
as “metaphysics” [26, minute 10] and “nonsense” [26, minute 10] with the film of MATEI Alexandru 
entitled “Enigmele se explica in zori” (The Enigmas Are Explained at Dawn) of 1987 — inconvenient 
or dangerous to it, to the “section”, [81, minute 5] designating in particular his wanted new professional 
career, or in general a place where the direct contact with the concrete reality, the “facts”, and the “thrill 
of reality” [26, minute 6] would exclude or at least reduce such theoretical proceedings. 

The film entitled “Enigmele se explica in zori” (The Enigmas Are Explained at Dawn) of 1987 pre- 
sumably formulates and programs the same fundamental message as this television satiric moment by 
being a dream of Florin CALINESCU as “Andrei MLADIN”: [26, minutes 3, 68 and 68] 
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Further, in the film entitled “Portile albastre ale orasului” (The Blue Gates of the Town) of 1973, Ion 
CARAMITRU as “Serbanescu” dreams of “other countries”, [15, minute 52] 
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and “his house was hit by a bomb, all his folks died, and when he glimpses his wife in the debris with 
another in the arms, for a moment he believes he is dreaming.” [15, minute 78] In the radio stage-play 
entitled “33.333 de icosari si 33 de firfirici” (33,333 Piasters and 33 Cents) of 1979, Cornel VULPE as 
“Ion TRIBUTA” glimpses “the queen of his dreams”. [68, minute 6] Then, in the radio stage-play enti- 
tled “Floarea din prapastie” (The Flower in the Precipice) of 1983, Radu BELIGAN as “Fanica 
BUDU?” dreamt of a woman by name “Afrodita, as the goddess of love and beauty”. [62, minute 65] 

Taking into account the above utilization of the notion of “dream” in the actor career of MATEI 
Alexandru, this television satiric moment has the value of corroborating the presumption that particu- 
larly Florin CALINESCU as “Andrei MLADIN”, Ion CARAMITRU as “Serbanescu”, Cornel VULPE 
as “Ion TRIBUTA” and Radu BELIGAN as “Fanicd BUDU”, but generally also many other actors 
mentioned as such in this book, acted potential paths of life of MATEI Alexandru in conformity with 
the interests of the romanian national secret political organization. 


2.49. The radio stage-play entitled “Cariera lui Vidran” 
(The Career of Vidran) of 1987 


In the radio stage-play entitled “Cariera lui Vidran” [Read approximately: kari'erA luj vi'drAn. In the 
english language: The Career of Vidran.] of 1987, MATEI Alexandru was required to act the role of the 
mayor “Grigore STEFANESCU MAZALU” [Read approximately: gri'gore ftefo'nesko ma‘zilu.] — 
recurring from his stage-play entitled “Milionarii” (The Millionaires) of 1961 and his television film 
entitled “Minunata pantofareasa” (The Wonderful Woman Shoemaker) of 1971 — in the period of the 
suspension or presumably even cessation of his film career before december 1989. By this means, the 
romanian national secret political organization repeatedly programed him the type of professional occu- 
pation and career instead of acting in which it was interested relative to its endeavor of utilizing his per- 
son. 
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The lawyer “Alexandru VIDRAN” is traveling on a train, while there occurs an accident. Despite the 
loss of blood suffered by him, he tries to save the lives of the wife and a daughter of a minister travel - 
ing in the same carriage with him. He faints, and regains consciousness only in the hospital. His heroic 
act was recorded and published by a newspaper, by this means he becoming “the pride of the townlet”. 
[64, minute 18] The mayor acted by MATEI Alexandru uses him to convince “the first men in the 
town” [64, minute 22] of the necessity of including the “townlet” in the railroad network of the country. 
“Vidran” becomes conscious of that the mayor was personally interested in the project of building a 
railroad station. This makes him follow his example, and in this way he gets connected with the local 
business. The minister invites him to his manor-house to express his gratitude for his having tried to 
save the lives of his wife and younger daughter. There, he meets his elder daughter, and on the basis of 
his love developed in time towards her mother, with whom he traveled on the train, and whom she re- 
sembles very much in facial expression, he falls in love with her at first sight, and asks her hand in mar- 
riage. 

Dan CONDURACHE [Read approximately: dan kondo'rAke.] as “Alexandru VIDRAN” can be pre- 
sumed to have been a paragon to MATE! Alexandru meant to program him to be a social climber. In 
this way, it appears that in his utilization the romanian national secret political organization was inter- 
ested in making him more famous than he was owing to mainly his film career, by integrating him with 
the local political and economic life, by co-opting him to the national politics, and by drawing him into 
the “elite of the society”, [64, minute 36] by marriage included. Consequently, in spite of his relatively 
advanced age of around 60 years, “the future awaited him”. [64, minute 19] 

With this radio stage-play, MATEI Alexandru as “Grigore STEFANESCU MAZALU” was related 
with Virginia MIREA (born in 1955) [3] [Read approximately: vir'd3iniA 'mireA.] as his orphan niece, 
“Amalia”. [Read approximately: A'mAliA.] This appears to have been the implementation of the same 
guideline of marriage with a young and possibly dependent woman of the personal secret policy rela- 
tive to MATEI Alexandru of the romanian national secret political organization as with Diana LU- 
PESCU (born in 1954) [3] as the received orphan girl “Bice” in the radio stage-play entitled “Eu, 
mostenitorul” (I, the Heir) of 1983, and as the daughter “Fifi” in the television film entitled “Siciliana” 
(The Sicilian) of 1984. It is to be mentioned that the first name “Virginia” can be a reference to the sex- 
ual inactivity of MATEI Alexandru: [Virginia — virgin (romanian) = virgin] just as the surname “Lu- 
pescu”: [Lupescu — lup (romanian) = wolf — lonely wolf]. 


2.50. The radio stage-play entitled “Padurea” (The Forest) of 1987 


The radio stage-play entitled “Padurea” [Read approximately: pe'dorea. In the english language: 
The Forest.] of 1987 appears to have been the most explicit expression and programing of the career- 
change guideline of the personal secret policy relative to MATEI Alexandru of the romanian national 
secret political organization, as well as the most explicit expression of the complete failure of its imple- 
mentation approximately between 1983 and 1989. The national secret political need for the cessation of 
the acting career of MATEI Alexandru was expressed and programed with his role of the ambulatory 
actor “Arkady” bearing the approximate potential personal secret political message addressed to him: 
“If you stick to acting, you shall do it in the streets”, as well as with his “comrade” [65, minute 45] 
“Gennady”, saying: “I broke it off with the theater.” [65, minute 34] 

The radio stage-play also expressed and programed the major result of the pecuniary-control guide- 
line of the personal secret policy relative to MATEI Alexandru of the romanian national secret political 


497 


organization with the words of MATEI Alexandru himself as “Arkady”: “I haven’t had much [money] 
since my mother begot me.” [65, minute 40] The dark pecuniary perspectives of MATEI Alexandru 
were expressed and programed with the words of “Gennady”, who as a poor ambulatory actor decides 
to go to his rich landholder aunt, “Raisa”: “That is where my sad destiny leads me.” [65, minute 41] 

“Gennady” has not seen his aunt for 15 years, and “does not want her to hear that he is an actor, and 
still an ambulatory actor”. [65, minute 43] He offers MATEI Alexandru as “Arkady” the opportunity of 
following him to the manor-house of his aunt, under the condition that they give themselves out for a 
boyar and respectively his valet, mentioning that with his cheek he is just suitable for doing the valet, 
and he should imagine himself being on the stage and acting “the valet of a big house” [65, minute 46] 
— the role of the valet of a “small house” he was indeed required to act in his television film entitled 
“Visul unei nopti de iarna” (The Dream of a Winter Night) of 1980, [56, minute 3] 


2 femans 





and the role of a valet additionally appears to have been programed him with his television film entitled 
“Jucatorii de carti” (The Card-players) of 1977, in which the inn valet was acted by an actor resembling 
him in facial expression: [55, minutes 2 and 3] 
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Arhiva 


Arhiva 





[Note: It is worthy of attention how consequently the presumed career of valet appears to have been 
programed MATEI Alexandru in the approximate period 1977-1987: inn valet —> valet of a small 
house — valet of a big house.] At the beginning, MATEI Alexandru as “Arkady” raises objections, but 
after all he accepts to follow “Gennady”. It can be presumed that with this scene the romanian national 
secret political organization programed MATEI Alexandru approximately that: “You shall have to give 
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up your ‘pride and ambition’ [65, minute 44] of actor and actor career even if resorting to a rich 
woman. Therefore, it is better for you to take up a new professional career in administration and poli- 
tics than to serve a woman.” 

After the relating of MATEI Alexandru with Diana LUPESCU twice around 1983, this radio stage- 
play indirectly related him as “Arkady” with Virginia MIREA as “Axinia”, the sister of “Gennady” — 
an orphan girl, just like her former respective character “Amalia” — for the second time within a rela- 
tively short period of time around 1987. Further, Simona BONDOC as “Raisa” — recurring from the 
radio stage-plays of MATEI Alexandru entitled “De ziua nuntii” (For the Day of the Wedding) of 1966, 
“Dimitrie CANTEMIR” of 1973 and “Eu, mostenitorul” (I, the Heir) of 1983 — can also be presumed 
to have been a personal secret political wife candidate to MATEI Alexandru. 

The title of the radio stage-play could express and program the type of living environment consid- 
ered suitable for the sexual inactivity of MATEI Alexandru as a “lonely wolf”. This programing re- 
curred from his radio stage-play entitled “Undita” (The Fishing Rod) of 1966, in which the anti-com- 
munist forest engineer lives in the communist Romania withdrawn in the forest. 

The radio stage-play — based on the dramatic piece of the same title by the russian playwright 
Alexander Nikolayevich Ostrovsky — mentions two elements of the secret political organizing and 
functioning of the secret society of the russian boyars, which is common with the secret political orga- 
nizing and functioning of the american Illuminati: selling the soul to the “devil” — namely the secret 
political organization — and defending the interests of the rich social class, the social basis of the se- 
cret political organization. In this way, “Alexis” says “Axinia”: “You have no idea of what money 
means: there awaits you a pleasurable life. How many people won’t sell their souls to the devil for 
money?!” [65, minute 3] Further, he says the gathering of the boyars at the aunt of “Gennady”, after 
having affianced her, and needing to obtain the assent of the boyars: “Be assured that you shall find in 
me the most fervent defender of the interests and privileges of the boyars.” [65, minute 97] 


2.51. The film entitled “Miss Litoral” (Miss Littoral) of 1990 


The film entitled “Miss Litoral” [Read approximately: mis lito'ral. In the english language: Miss Lit- 
toral.] of 1990 has a special and outstanding significance: as the first “free film” [27, minute 27] of 
MATEI Alexandru, namely made after the “revolution” of december 1989 in Romania — in my con- 
ception conceived, planned, organized and directed by the romanian national secret political organiza- 
tion [Note: See my book entitled “Articles about the Ethnical and the National Secret Political Organi- 
zations”.] — it reflects both the disappearance of the Ceausescu regime as a widely-known and -recog- 
nized superficial historical fact, and the perpetuance of the romanian national secret political organiza- 
tion as a subjacent social-historical phenomenon, through the perpetuance of its personal secret policy 
relative to MATEI Alexandru, as my hypothesis, as such being an evidence of not only its existence and 
actions, but also its continuity, namely independence on the political systems. Consequently, the film 
was free from the communist censorship, but not from the interference of the romanian national secret 
political organization as well. [Note: I also experienced the continuance of the personal secret policy 
relative to my person after having experienced the transition from the Ceausescu regime to the Iliescu 
regime on 22 december 1989, which experiences played a major role in the development in my con- 
sciousness of the concept of “ethnical or national secret political organization”, as it is described in my 
book entitled “My Experiences Conditioning the Development of My Concept of Ethnical or National 
Secret Political Organization” of 2020.] 
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With this film, MATEI Alexandru was required to act the role of a relatively wealthy person, who 
“has a hotel in Istanbul”, [27, minute 96] and comes to Romania for pimping women and men. In his 
first scene, he only appears at a distance in his car of american make, presumably a Ford Galaxie: [30] 
[27, minutes 60, 60 and 60] 
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That trade name can be construed as a formulation of the approximate personal secret political pro- 
graming message to MATEI Alexandru: “If you don’t emigrate to another country, maybe you would 
like to go to another galaxy.” 
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This “galaxy” programing message is recurring from the film entitled “Dumbrava minunata” (The 
Wonderful Oak-wood) of 1980, in which Maria PLOAE as the first wife of MATEI Alexandru as 
“Vasilian”, dressed in romanian national costume, sends to another “galaxy” Florina CERCEL as 
“Mia”, his second wife, not wearing ethnically specific romanian garment, and appertaining to the class 
of boyars — the simple existence of the members of whom was not tolerated by the romanian national 
secret political organization in the time of the communism in Romania — while the film asserts a ring 
dance: [22, minutes 66, 66 and 66] 
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This scene can be construed as an expression and programing of the interest of the romanian national 
secret political organization of “turning the fate” by “sending to another galaxy” — which can also 
mean murder — of the humans qualified by it as unutilizable, inconvenient or dangerous generally, as 
well as the humans not asserting ethnically and nationally specific romanian values and being counter 
to its current ideology. Before her “space travel”, Florina CERCEL as “Mia” is changed into a witch. In 
this respect, it is to be mentioned that in his poem entitled “Hag” of 1973 Domokos SZILAGY1I utilizes 
the syntagm “celestial witch”, [49] which can be construed on Elizabeth Adam. This can be presumed 
to be a similitude of programing language between the communication of the romanian national secret 
political organization and that of the hungarian ethnical secret political organization in Romania, refer- 
ring to their similitude of policy through that both madam “Mia” and Elizabeth Adam were parts of the 
category of undesirable persons. 
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In his second scene, MATEI Alexandru as a pimp attempts to pimp Anca TURCASIU [Read approxi- 
mately: 'Anka tsUrka‘fiv.] as “Tina CHITIC”, [Read approximately: 'tinA ki'tik.] having won the beauty 
contest “Miss Litoral” in Mamaia, [Read approximately: mA'mAjA.] Romania, by pretending to be a 
Hollywood producer, saying: “Here is a contract for you for acting as leading star in my superproduc- 
tion film ‘From the Balkans to Heaven’ of 150 million budget”: [27, minutes 94, 94, 95 and 96] 
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Having found out that he is in reality a pimp, and while pimping a man, she runs away: [27, minute 97] 





The actress and singer [3] Anca TURCASIU can be presumed to have been chosen for a personal secret 
political wife candidate to MATEI Alexandru, in conformity with his known or presumed tastes. This 
presumption is corroborated by that after having shot this film she received no more film roles, [3] 
namely she appears to have been chosen to act in this film specially for her being related with MATEI 
Alexandru. 

This role of MATEI Alexandru is secondary and short — like most of his roles in his film career — 
and as such constitutes an element and evidence of the continuity of the romanian national secret politi- 
cal organization through the continuity of its personal secret policy relative to MATEI Alexandru gen- 
erally, and its guideline of not casting him in a leading role particularly, which means that it would have 
taken a revolution within the romanian national secret political organization itself or its disappearance 
as well for MATEI Alexandru to act as a leading character. The role reflects his presumed “unmarried” 
family status, programed him pimping and film-making as newer methods of contacting women sexu- 
ally — adjusted to the new social and legal circumstances, besides the methods of looking, dancing, 
and painting programed him during the Ceausescu regime — and it expresses the approximate pes- 
simistic idea of the romanian national secret political organization that: “Maybe a Miss Litoral shall 
succeed in having him marry,” its approximate concealing fabricated conception that: “He does not 
marry because of the high level of his sexual and marital pretensions,” and its approximate presumption 
that: “In these ‘new times’, [27, minute 71] he will after all decide to emigrate.” 

Especially in the light of his film entitled “Niki et Flo” (Niki and Flo) of 2003, it can be presumed 
that his having been required to drive a car of american make, to pretend that he was a Hollywood pro- 
ducer, and to speak english, all were manifestations of the need of the american Illuminati for the per- 
son and services of MATEI Alexandru, and a formulation of its programing message for him to emi- 
grate to the United States of America, and occupy with film-making in Hollywood. 
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The film asserts the bicycle as an expression and programing of the relative material poverty of 
MATEI Alexandru: [27, minute 33] 














This programing message is recurring from the film entitled “Tufa de Venetia” (Bush of Venice) of 
1977: [20, minute 2] 





In the then fabricated conception of the romanian national secret political organization, MATEI Alexan- 
dru was dreaming of a motorcycle, as it expressed and programed with Sebastian PAPAIANI as 
“Fanita” in the film entitled “Un surdas in plind vara” (A Smile in Mid-Summer) of 1963, he shall fulfill 
this dream in old age, as it expressed and programed with the character uncle “Alexandru” in the film 
entitled “Muschetarii in vacanta” (The Musketeers in Vacation) of 1984, and he may own a car of 
american make, if he became a film producer in Hollywood, as it expressed and programed with him 


508 


himself in this film. 

Presumably with the purpose of exciting MATEI Alexandru to sexual relations with women, the 
film-makers took advantage of the disappearance of the “socialist ethical” censorship of the Ceausescu 
regime, and they made many sexual scenes: [27, minutes 2, 2, 36, 43, 43, 44, 46, 47, 52, 52, 52, 52, 59, 
59, 59, 59, 67, 67, 68 and 68] 
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Anca TURCASIU as “Tina CHITIC” is in love with her fiance, Marius GALEA [Read approxi- 
mately: 'mArius 'gilea.] as “Dorel”, [27, minute 4] 





who can be presumed to have been a paragon created for MATEI Alexandru with the purpose of his re- 
marriage, presumption corroborated by that the character first name “Dorel” is recurring from the film 
entitled “Femeia din Ursa Mare” (The Woman in the Great Bear) of 1982, in which Dorel VISAN as 


“Nicolae MURGU” presumably acted a fabricated path of life of MATEI Alexandru. She has three sis- 
ters, [27, minute 10] 
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from among whom one is called “Despina”, a character first name recurring from film entitled “Cioco- 
lata cu alune” (Whole Nut Chocolate) of 1978, in which Adriana TRANDAFIR as “Despina” was a 
presumed personal secret political wife candidate to MATEI Alexandru. This can be considered a new 
possible manifestation of the need of the romanian national secret political organization for the genetic 
potential of MATEI Alexandru. 

The actor Mitica POPESCU [Read approximately: mi'tiko po'peskv.] — with his surname referring 
to the presumed sexual continence of MATEI Alexandru: [Popescu — pop (romanian) = priest] — 
presumably set an example to him for how to contact a woman sexually when inviting Rodica 
POPESCU BITANESCU [Read approximately: ro'dika po'peskv bito'nesku.] as Mrs. “Chitic” to his 
“hotel apartment” [27, minute 66] unsuccessfully, then to a “private and distinguished room” [27, 
minute 71] successfully: [27, minutes 66 and 71] 
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Further, Anca TURCASIU as “Tina CHITIC” has to go to field-wotk with the character named 
“Popescu”. [27, minute 5] This unprecedented triple assertion of the surname “Popescu” — as an ele- 
ment of continuity of the personal secret policy relative to MATEI Alexandru of the romanian national 
secret political organization — corroborates the presumption of the sexual continence and “unmarried” 
family status of MATEI Alexandru. 

This film also utilized the image of carousel presumably for programing MATEI Alexandru the in- 
tention of the romanian and other national secret political organizations to “turn his fate”. [24, minute 
66] That could be done with the penal organs of the state by having staged a show trial against him: 
[27, minute 36] 
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and by MATEI Alexandru himself by emigration, programed with a voyage of the leading characters to 
Yalta on the Crimean Peninsula, Soviet Union: [27, minute 57] 





Having seen the failure of the implementation of the personal secret policy relative to MATEI 
Alexandru of the romanian national secret political organization for more than three decades, and under 
the circumstances of the liberalization of the social life in Romania after december 1989, also other na- 
tional secret political organizations can be presumed to have been conferred the opportunity of pro- 
graming with this film their need for the person and services of MATEI Alexandru. On the basis of this, 
selling clothes accentuatedly of canadian and italian make in Yalta by the respective leading characters, 
the sexual fashion parade of russian women, the participation at the beauty contest “Miss Litoral” of an 
austrian, a dutch and an israeli woman, owning a hotel in Istanbul by his character, all can be construed 
as programing him to emigrate to Canada, Italy, Russia, Austria, Holland, Israel, and respectively Tur- 
key. 

The film marks the disappearance of the Ceausescu regime in particular, and the disappearance of the 
east-european communism in general, by showing the building in which there had been held the Con- 
ference in Yalta of february 1945 — at which the Soviet Union, the United States and Great Britain di- 
vided Europe into two spheres of influence, and which practically ceased in 1989 — with Jean CON- 
STANTIN [Read approximately: 3An konstaAn'tin.] as “Mielu”, [Read approximately: mi'elv.] saying: 
“Shame on them”: [27, minute 58] 
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The profession of “long-line captain” [27, minute 22] of Jean CONSTANTIN as “Mielu” can be pre- 
sumed to have been a formulation and programing addressed to MATEI Alexandru of becoming a sea- 
man, a programing having recurred from his radio stage-play entitled “Autopsia unui accident” (The 
Autopsy of an Accident) of 1977, his film entitled “Ciocolata cu alune” (Whole Nut Chocolate) of 
1978, his radio stage-play entitled “Martin Eden” of 1979, his television film entitled “Jocul de-a va- 
canta” (The Game of Vacation) of 1981 and his radio stage-play entitled “Eu, mostenitorul” (I, the 
Heir) of 1983: [27, minute 50] 
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With the image of a train, MATEI Alexandru was presumably programed to self-assertion in Roma- 
nia, conditioned upon a marriage with an ethnically and nationally romanian woman, programed with 
Rodica POPESCU BITANESCU as Mrs. “Chitic” saying Marius GALEA as “Dorel”, the presumed ex- 
ample of re-marriage to MATEI Alexandru: “After me, darling, after me. More quickly, more quickly”: 
[27, minute 62] 





With the mock revolution of 1989, the romanian national secret political organization ceased its 
Ceausescu regime and Romanian Communist Party, and created for its new front the political organiza- 
tion termed “National Salvation Front”. [In the romanian language: Frontul Salvdrii Nationale.] The 
presumption that it was an open means of its secret power is corroborated by that it was soon trans- 
formed into a political party, and then it won the general elections of 1992. This film partly expresses 
and programs its ideology. 

In this way, the sentence of Jean CONSTANTIN as “Mielu”: “Democracy is learned; allegedly in 20 
years” [27, minute 51] reflects that after its state domination of around 44 years with different variants 
of communist regimes generally, and around 24 years with the Ceausescu regime particularly, it in- 
tended to still stay in the state power for another “epoch” with its pseudo-democratic regime Ion ILI- 
ESCU, with its intended military regime Victor STANCULESCU, [Read approximately: 'viktor 
stenko'lesko.] and with its intended fascist regime Corneliu VADIM TUDOR, [Read approximately: 
kor'nelid va'dim 'todor.] to be raised to and kept in power by means of the miners in the Jiu [Read ap- 
proximately: 3i0.] Valley, its secret army inherited from the romanian communist state. 

Further, his proverb sentence: “Be the samp however bad, still it [the samp] is better in my country,” 
[27, minute 68] has been a manifestation of its nationalism. At the same time, it could also be a per- 
sonal secret political programing message to MATEI Alexandru that he did not emigrate. This idea had 
also been programed with the film of Elizabeth Adam entitled “Pacala se intoarce” (Joker Returns) of 
2006 through Denis STEFAN [Read approximately: 'denis fte'fAn.] as “Pacala”, [3] saying: “Be the 
bread however bad, still it [life] is better in your country.” [35, minute 6] 

According to its ambitions of state power, the romanian national secret political organization through 
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the National Salvation Front only simulated democracy, it has been in reality an adept of dictatorship, 
and needed a certain popular support to enforce it. In asserting its this national secret political guide- 
line, this film ridicules pluripartyism with the fictitious party names it created, with this having been a 
means not only of the personal secret policy relative to MATEI Alexandru, but also of the propaganda 
of the national secret policy of the romanian national secret political organization: the “Revolutionary 
Conservative Party” — of which president wears shorts of american-national-flag pattern, deals with 
cooking, its secretary-general is the mother of the president, and its honorary president is his grandfa- 
ther, with the slogan “PLURALISM” on a bill in front of him — [27, minutes 49, 49 and 49] 
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the “Private Party of Privatization” — a derision of the privatization, which was not in the interest of 
the romanian national secret political organization wanting to keep its control over the economy; ac- 
cordingly, the National Salvation Front was delaying it, and endeavored to do it in favor of its client- 
age, regularly composed of former pillars of the Ceausescu regime — [27, minute 50] 
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the “Free Statue of Liberty Party”, [27, minute 51] 





the “Peasants’ Party of Townspeople” — this having been an ironic reference to the National Peasants’ 
Party, which has presumably been the most democratic party, and the most popular in the city of Tim- 
isoara, [Read approximately: timi'JoAra. In the hungarian language: Temesvar.] where regularly the 
mayors were given by it — [27, minute 51] 
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and the “Party of the Independent Bachelors” — this having been a reference to the “independent bach- 
elor” MATEI Alexandru — [27, minute 71] 





Under the circumstances of the relative democratization of the romanian national state, the romanian 
national secret political organization must have expected that MATEI Alexandru would finally engage 
in a political activity. This presumption is corroborated by the character first name of the honorary pres- 
ident of the “Revolutionary Conservative Party”, “Serafim” [27, minute 50] — which is also the char- 
acter first name of MATEI Alexandru in the film entitled “Rascoala” (The Uprising) of 1965 — with 
which MATEI Alexandru was presumably programed his wanted political path of life. 


2.52. The television film entitled “Zarurile sunt aruncate” (The Die Is Cast) of 1992 


In the television film entitled “Zarurile sunt aruncate” [Read approximately: 'zArorile sont 
Aron'kate. In the english language: The Die Is Cast.] of 1992, MATEI Alexandru was required to act 
the influential and rich character “Aristica” [Read approximately: aris'tiko.] in the provinces, a former 
member of the Romanian Communist Party, a “monger” [66, minute 38] who “believes in the profit of 
thousand per cent, [66, minute 38] always conforms, had made three million” [66, minute 11] lei [Read 
approximately: ‘le1.] till the mock revolution in 1989, [Note: In the decade 1980, the monthly average 
“retribution”, namely salary, was around 2,500 lei in the Socialist Republic of Romania.] and after that 
“has the most beautiful garden in the town, large as a park, and the most beautiful villa”. [66, minute 
10] These financial features and circumstances sharply contrasted with his real-life ones, and presum- 
ably were partly meant to conceal his pecuniary persecutions by creating a false image of his in the 
public opinion. 

With the name “Candid” [Read approximately: kAn‘did.] [66, minute 6] of the boy-friend of “Gina”, 
[Read approximately: 'd3inA.] the daughter of MATEI Alexandru as “Aristica”, the television film pre- 
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sumably programed MATEI Alexandru to offer himself as a candidate for a political function, and the 
above-mentioned financial circumstances running with political functions in Romania were also meant 
to stimulate him financially. Further, he was strongly self-programed for the function of president of 
the state by having been required to say: “If i were the president, [66, minute 38] 





i would build the country of the humans devoid of cares, the country of prosperity and happiness. This 
is what i would do. And if the saint helps me, i will do it,” [66, minute 38] — the presumably program- 
ing notion of “build” recurring from his televised stage-play entitled “Comoara din deal” (The Treasure 
in the Hill) of 1975, and his films entitled “Ultimele zile ale verii” (The Last Days of the Summer) of 
1976 and “Femeia din Ursa Mare” (The Woman in the Great Bear) of 1982. Then, in keeping with his 
quality of “monger”, [66, minute 38] a human who always combines profession with mongering, he 
continues: “I would introduce the general slogan: ‘Everything [is] for sale’, in order that every roma- 
nian have money.” [66, minute 39] But he was self-warned by having been required to say: “In politics, 
if you want to win, you have to give.” [66, minute 49] 

Mihai FOTINO [Read approximately: mi‘ha! foti'no.] as the “ruptured man” [66, minute 3] “Boni- 
faciu”, [Read approximately: boni'fat{iv.] the “father-in-law from the first marriage” [66, minute 17] of 
Dorina LAZAR [Read approximately: do'rina 'lAzdr.] as “Sonia”, [Read approximately: 'soniA.] the 
wife of MATEI Alexandru as “Aristica”, with his beret referring to Switzerland, being under the neces- 
sity of stealing food, [66, minute 4] 
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was presumably meant to stimulatively represent before MATEI Alexandru the alternative of his 
wanted political career in Romania. 

In the same respect, a bottle of alcoholic drink “Napoleon” can be construed as a reminder program- 
ing for MATEI Alexandru relative to the possibility of a foreign political career generally, and an “em- 
peror” — a notion recurring from his films entitled “Un surds in plina vara” (A Smile in Mid-Summer) 
of 1963, “Cartierul veseliei” (The Quarter of Merriness) of 1964, and “Ciocolata cu alune” (Whole Nut 
Chocolate) of 1978 — career in France particularly, in conjunction with his sentence: “Take Napoleon 
as well, in order that the neighbor do not say that i sided with the monarchy”: [66, minute 5] 
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It is to be mentioned that at that time the romanian national secret political organization was crypto- 
communist, and consequently against monarchy generally, and against the return of the former king of 
Romania Mihai particularly. Accordingly, the above sentence could also express and program its suspi- 
cion that MATEI Alexandru could remain a monarchist, he did not want to become president of the re- 
public because of his monarchist principles. The anti-monarchism of the romanian national secret polit- 
ical organization is implied by the continuity of its national secret policy, implemented with its front 
named “National Salvation Front”, and expressed and programed with the sentence required to be pro- 
nounced by MATEI Alexandru himself as “Aristica”: “They were servants, they shall remain servants.” 
[66, minute 28] The respect for the republic of the romanian national state appears to have been in- 
tended to be aroused or cultivated and reinforced in MATEI Alexandru by his having been required to 
bow before the romanian national flag: [66, minute 19] 





It was an element of the crypto-communist propaganda of the romanian national secret political orga- 
nization the answer with only a disappointment mimicry of Mihai FOTINO as “Bonifaciu” to the in- 
sisting questions of “Gina”, for a “full rehearsal” [66, minute 30] for the forthcoming television film- 
ing: “What has it meant for you the sacrifice of the young heroes? ... Through what has it changed the 
life of the pensioners in this town? ... Has anything taken a change for the better? ... Say! ... Don’t be 
emotional! ... Say! ...”: [66, minutes 26-27] [66, minutes 26, 26, 26, 26 and 27] 
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This television film was presumably made in the period of time between the death of the first wife of 
MATE! Alexandru after december 1989 and his second marriage in 1992, [6] namely when he was ex- 
pected to marry again. The film appears to have programed him a new marriage with that he as “Aris- 
tica” is married again with “Sonia”, “the new mother” [66, minute 8] of his daughter, “Gina”. 

With this television film, MATEI Alexandru was related with Monica GHIUTA for the sixth time, 
what corroborates the presumption relative to her lifelong personal secret political wife candidacy to 


him: [66, minutes 20, 21 and 24] 
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It is characteristic that the relating was onscreen indirect, what refers to that the romanian national se- 
cret political organization was uncertain about the success of this presumed personal secret political 
wife candidacy of Monica GHIUTA. She can be presumed to have expressed and programed with her 
facial expression the national secret political need and imploration for the person and services of 
MATE! Alexandru, as well as the disappointment and reproach for his passivity relative to his personal 
secret political wife candidates generally, and Monica GHIUTA particularly. 

It can be presumed that in the implementation of the guideline of marriage with a young and possibly 
dependent woman of the personal secret policy relative to MATEI Alexandru of the romanian national 
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secret political organization there were chosen for personal secret political wife candidates of MATEI 
Alexandru also the other three actresses of this television film, in conformity with his known or pre- 
sumed tastes, namely Dorina LAZAR as “Sonia”, who married him as “Aristicd” for pecuniary reasons, 
because “she did not endure to work,” [66, minute 17] [66, minutes 4 and 43] 
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Mirela DUMITRU [Read approximately: mi'relA do'mitrv.] as “Gina”, the daughter of his as 
“Aristica”, [66, minutes 9 and 48] 
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and Diana GHEORGHIAN [Read approximately: di'AnA gheorghi'An.] as “Iulia”, the daughter of Do- 
rina LAZAR as “Sonia”: [66, minutes 37 and 41] 





It is characteristic that while Dorina LAZAR and Mirela DUMITRU had ethnically specific romanian 
facial expressions, Diana GHEORGHIAN had a non-specific one — she had an ethnically greek father 
and an ethnically romanian mother [83] — and accordingly the romanian national secret political orga- 
nization had her presented as a “ghost” [66, minute 17] appearing in the night for Mihai FOTINO as 
“Bonifaciu”: [66, minute 30] 
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[Note: This refers to that the ethnical and the national secret political organizations consider the mixed 
marriage as being a threat to their security.] Further, Diana GHEORGHIAN as “Tulia” was required to 
slap the face of MATEI Alexandru as “Aristica”, presumably for an incitement for him to contact her 
sexually: [66, minute 34] 





At the same time, the character name “Gina” could be a programing of the personal secret political wife 
candidacy of Gina PATRICHI, who had already been related with MATEI Alexandru with the film enti- 
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tled “Cartierul veseliei” (The Quarter of Merriness) of 1964, and the radio stage-plays entitled “Cym- 
beline” of 1978 and “Martin Eden” of 1979. 

The reference to the quality of “lonely wolf” of MATEI Alexandru — already expressed and pro- 
gramed with the surname of Diana LUPESCU — with the sentence of “Candid”: “He doesn’t appear 
too sociable” [66, minute 6] has the value of concealing the national secret political motives why he 
contacted on the merits not one of his personal secret political wife candidates by having programed 
approximately: “MATEI Alexandru married none of his co-actresses because he is not sociable.” 

In the implementation of the falsification guideline of the personal secret policy relative to MATEI 
Alexandru of the romanian national secret political organization, he as “Aristica” was a “squealer” [66, 
minute 37] during communism according to Mihai FOTINO as “Bonifaciu”, and he was required to ad- 
mit that charge, saying ostentatiously: “I was a squealer, as there were many others as well.” [66, 
minute 37] Further, he was repeatedly associated on the screen with an icon, what can be construed as 
having formulated and programed the approximate propagandistic message addressed to the public: 
“MATEI Alexandru was sexually inactive and married late, because he was profoundly religious”: [66, 
minutes 3, 4, 5, 50, 50 and 50] 
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The presumption of the formulation and programing of the above approximate personal secret political 
message is corroborated by the radio stage-play entitled “Hanu-Ancutei” (The Inn of Ancuta) of 1968, 
in which MATEI Alexandru as “Haralambie” is associated with “Saint Haralambie”. 

The character name “Aristica” of MATEI Alexandru refers to that the romanian national secret politi- 
cal organization intended to imprison him under certain circumstances after the mock revolution of 
1989: [Aristica —> aresta (romanian) = arrest]. This is corroborated by that before december 1989 he 
as “Aristica” “was on the point of being arrested”, [66, minute 32] according to Diana GHEORGHIAN 
as “Tulia”, for “embezzlement”, [66, minute 27] according to Mihai FOTINO as “Bonifaciu”. Further, 
“Gheorghe”, [Read approximately: 'gheorghe.] the husband of Monica GHIUTA as “Gheorghina” 
[Read approximately: 'gheorghina.] says him: “I shall not be arrested for embezzlement. You shall be. 
You [Note: In plural.] have dilapidated the factory. You have plundered all.” [66, minute 27] After all, 
MATEI Alexandru as “Aristica” murders his step-daughter, “Tulia”, because according to the testament 
of her father she was to become the owner of the house. This latter aspect refers to the interest of the 
romanian national secret political organization in depriving MATEI Alexandru both of liberty and prop- 
erty. 

In the final scene, MATEI Alexandru as “Aristica” is discredited by his wife, who takes away from 
him his wads of dollars, and begins to scatter them before the film-camera of the television, crying 
among others: “We shall live in the house of prosperity and happiness in the country of prosperity and 
happiness”: [66, minute 56] 
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With this, the romanian national secret political organization presumably formulated and programed its 
intention of discrediting MATEI Alexandru before the public. 

The skepticism, but at the same time also the hope of the romanian national secret political organiza- 
tion relative to that with this film it would obtain something from MATEI Alexandru was expressed 
with the sentence of Mihai FOTINO as “Bonifaciu”: “Long live the hope!” [66, minute 21] 


2.53. The film entitled “Niki et Flo” (Niki and Flo) of 2003 


The film entitled “Niki et Flo” (Niki and Flo) of 2003 is openly a romanian-french co-production, 
but it has contential elements which substantiate the presumption that in the background it was also 
made by the american Illuminati. At that time, MATEI Alexandru was around 76 years old, and as his 
last-but-one film it was presumably meant to program the public and researchers certain falsifying and 
concealing fabricated conceptions relative to him, adjusted to the circumstances that he had neither em- 
igrated, nor engaged in a professional occupation other than acting, and taking into account the proba- 
ble eventuality that in the rest of his life he would not be able to refute with deeds those fabricated con- 
ceptions, and by this means to terminate his case in a manner the most convenient to the national secret 
political organizations gotten entangled in it. 

With this film, MATEI Alexandru was required to act a priest, namely an element of the extension of 
just the notion with which the romanian national secret political organization had repeatedly referred to 
his presumed sexual continence mainly through utilizing the surnames “Popovici” and “Popescu”: 
[Popovici, Popescu — pop (romanian) = priest] what corroborates the presumption of the existence of 
those references. He was required to recite requiem for the son of Victor REBENGIUC as the colonel 
in reserve “Niki ARDELEAN” [Read approximately: 'niki Arde'leAn.] having died of a domestic elec- 
trocution, and to participate at the funeral feast: [28, minutes 7, 11, 17 and 19] 
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This role has the value of programing the approximate falsifying and concealing fabricated concep- 
tion: “MATEI Alexandru was oriented by not so much his experiences, knowledge and principles, but 
rather the practices and tenets of the christian religion.” The burial presumably referred to the expected 
physical death of MATEI Alexandru, and the burial of his case with that. 

During the funeral feast, Victor REBENGIUC as “Niki ARDELEAN” asks MATEI Alexandru: “Tell 
me, father, have you ever been gone abroad?” And he as the priest answers: “You know how it is: till 
89 one couldn’t do it; after that you’re too old.” [28, minutes 19-20] Certainly, the answer written by 
the scenarist, and presumably fabricated by the interested national secret political organizations, must 
reflect the interests of the latter, rather than the reality of MATEI Alexandru. And indeed: he must have 
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been abroad to act in the french film entitled “Les fétes galantes” (The Gallant Entertainments) of 
1965, and also the respective presumed programing messages of his films — especially those of the 
film entitled “Portile albastre ale orasului” (The Blue Gates of the Town) of 1973, which programed the 
eventuality of his emigration to “dreamed countries” [15, minute 52] — refer to that he was allowed by 
the Ceausescu regime to travel abroad, and at that time a touristic passport issued with an exit visa for a 
country in the Occident was enough for the emigration on the basis of political asylum. Consequently, 
the answer must reflect the interest of the national secret political organizations to assert their approxi- 
mate fabricated conception that: “MATEI Alexandru did not emigrate for reasons residing either in the 
already non-existent Ceausescu regime, or in his person”, in order for the researchers not to presume 
other reasons, such as his secret persecutions by the national secret political organizations in all the 
countries he experienced. He certainly knew much more about the national secret political organiza- 
tions than a research of his films can reveal, because he not only acted in films, but also was in contact 
with the personal secret political agents day by day both in Romania and abroad, and therefore he must 
have known that from his personal secret political point of view there was no essential difference be- 
tween countries, and so the emigration could not have appeared as a solution for him. 

Victor REBENGIUC is recurring from the film entitled “Orgolii” (Prides) of 1982, which had pre- 
sumably programed MATEI Alexandru to become an academician in a science. That programing had 
no effect on him, and this film appears to have programed him to enter the army, and then become an 
officer in reserve: [28, minute 19] 





Victor REBENGIUC as “Niki ARDELEAN?” has also a daughter, Dorina CHIRIAC [Read approxi- 
mately: do'rina kiri'Ak.] as “Angela” [28, minute 74] 
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ala obey. 


— a first name utilized regularly by the national secret political organizations in relation to persons 
qualified by them as unutilizable, inconvenient or dangerous, as it is expounded in the respective para- 
graph under point 2.10. — who together with his husband is going to emigrate to the United States of 
America. They keep an american national flag in the flat: [28, minute 48] 





When they go out to the car to go to the airport, there is delivered the american national anthem. After 
that, there is also delivered the song entitled “Veronica” [Read approximately: vero'nika.] sung by 
Margareta PISLARU, [Read approximately: marga'reta pis'lArv.] a singer who emigrated from Roma- 
nia to the United States of America in 1983. [3] Then, Victor REBENGIUC as “Niki ARDELEAN?” re- 
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ceives a set of “Mickey Mouse” ears, [28, minute 84] 





which originates in the cartoon character termed “Mickey Mouse”, a “creation” [25, minute 41] of the 
american cartoonists Walt Disney spiritually, and Ub Iwerks physically of 1928, [30] which has pre- 
sumably been not only an innocent mere means of the entertainment of children, but also a secretly 
anti-humanist means having expressed and programed the dehumanization and animalization guideline 
of the national secret policy of the american Illuminati, of which member at least Walt Disney presum- 
ably was. This presumption is corroborated by that the american musician Brian Warner alias “Marilyn 
Manson” — a presumed member of the american Illuminati, and having had a negative educational and 


moral influence on the youth — had or has had the habit of associating himself with “Mickey Mouse”: 
[38] 


bo You 
MARILYN MANSON 
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Otherwise, the fabricated name “Marilyn Manson” has the value of programing the american actresses 
the approximate message: “If you follow Marilyn Monroe, you shall be murdered by masons like 
Sharon Tate by Charles Manson.” I consider that these aspects of the film constitute influences, require- 
ments or contributions of the american Illuminati. 

Just as the film entitled “Orgolii” (Prides) of 1982, with the presumed paragon Victor REBENGIUC 
as “Ion CRISTIAN” had related MATEI Alexandru with an ass, this film, with the same Victor 
REBENGIUC as “Niki ARDELEAN”, presented him as a “Mickey Mouse”, in conformity with the 
practices and interests of the american Illuminati, and associated him with religion with not only his 
role of a priest, but also an image of the christian characters “Virgin Mary” and “Jesus” — kinds of 
“Snow-White” and respectively “Mickey Mouse” of the christian religion — and of the christian mas- 
cot, the cross. This can be presumed to reflect the manner and measure in which the national secret po- 
litical organizations have been interested in recognizing and presenting the humanist genial persons 
qualified by them as unutilizable, inconvenient or dangerous: living creatures with least human features 
manipulated by religions. 

It may be “significant” [81, minute 3] that Victor REBENGIUC and “Marilyn Manson” were both 
associated not only with “Mickey Mouse”, but also with the notion of “priest”: [Paper — pap (hungar- 
ian) = priest]. In the light of the personal secret policy relative to my person of the american Illuminati, 
i can construe this —in conjunction with the inscription on the respective photo “Do you believe Mari- 
lyn Manson”, referring to the unproved parts of the texts of my books — as being a formulation of the 
approximate personal secret political programing message to my person: “If you contain yourself sexu- 
ally, nobody will believe your books, and you will have to earn money by music in order to print your 
books on paper.” One of the alternatives for me to avoid this personal secret political “fate” [24, minute 
66] appears to be contacting the “little angel” [28, minute 54] Dorina CHIRIAC, who in her preparation 
for this eventuality was also associated with “Mickey Mouse” — this time, the association having been 
explicitly american — by her having subsequently been drawn into the american television series enti- 
tled “Mickey Mouse Clubhouse” as a voice actress at some time between 2006 and 2016. [3] [30] 
“Turning my fate” [24, minute 66] with a marriage with Dorina CHIRIAC in particular, or with a “little 
angel” in general, was expressed and programed with a ring dance at the wedding of the couple “An- 
gela” and “Eugen”: [28, minute 60] 
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Vfalne 


This second “free film” [27, minute 27] of MATEI Alexandru appears to be more aggressive in exit- 
ing him to sexual relations with women, by presenting intimate aspects of the conjugality of “Angela” 
and “Eugen”: [28, minutes 28, 28, 28 and 29] 
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The character first name “Eugen” — which is recurring from the film of MATEI Alexandru entitled 
“Ultimele zile ale verii” (The Last Days of the Summer) of 1976, in which Ovidiu Iuliun MOLDOVAN 
as “Eugen” set an example of love-relation with a woman — had presumably been meant to self-pro- 
gram the need of genetic potential primarily of the romanian national secret political organization: [Eu- 
gen — eu + gen — eu (romanian) + gene = i + gene, namely decoded approximately: “I will give my 
genes.” | 

The brother Razvan VASILESCU [Read approximately: roz'vAn vAsi'leskv.] as “Flo TUFARU” 
[Read approximately: flo to'faro.] — this character sumame making a reference to the qualification 
“bush of Venice” of MATEI Alexandru of the film entitled “Tufa de Venetia” (Bush of Venice) of 1977 
— of Serban PAVLU [Read approximately: fer'ban 'pAvlo.] as “Eugen TUFARU” has the conception 
that in the second world war the changing sides of Romania from Germany to the Soviet Union of 23 
august 1944 was originated by two romanian freemasons particularly, and generally “freemasonry — in 
my terminology, national secret political organizations — cover all the events of history” [28, minute 
62] — conception reflecting the interest of the national secret political organizations of individualizing 
their collective responsibility — what contradicted the ingrown conception of Victor REBENGIUC as 
“Niki ARDELEAN?” that “23 august was made by the army”. [28, minute 57] After a heated debate on 
this subject between them, in which “Flo” — called “Mr. Florian” by “Niki” — tries persuading “Niki” 
of his conception by providing him several books, he as a colonel in reserve considers that the concep- 
tion and endeavor to assert it of “Flo” “offend the uniform, and deride the military dignity”, [28, minute 
66] and hammers his head several times: [28, minutes 92, 92, 92 and 92] 
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This scene can be presumed to have been made primarily for deterring MATEI Alexandru from reveal- 
ing his experiences and knowledge about the national secret political organizations. Such scenes of hor- 
ror have not been characteristic to romanian, but to american films, they presumably expressing and 
programing the anti-humanism of the ideology of the american Illuminati. This presumption is corrobo- 
rated by that the attack is immediately preceded by a number of mirror images, [28, minutes 89, 89, 89, 
90 and 91] 
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Doe 





which likewise have not been characteristic to romanian, but to american films, they express and pro- 
gram double or multiple personality, a requirement and practice of the american Illuminati to enable it- 
self to concealedly control and utilize individuals for the attainment of its purposes. 

The character and role “Flo TUFARU” of Razvan VASILESCU resembles under several aspects my 
person and respectively life: he is self-employed, deals with researching national secret political ac- 
tions, has the conception that “freemasonry”, [28, minute 62] have had a determinant role in history, is 
attacked because of his political conceptions. I consider that the assertion by this film of the above con- 
ception relative to “freemasonry” was a reaction with a fading purpose to my publishing in 2000 the 
hungarian language and paper version of my book entitled “Towards the Iron Curtain of the Hungarian 
Communist State”, in which i had inserted in italics a part of my conceptions about the national secret 
political organizations, published integrally and electronically in 2020 with my book entitled “Articles 
about the Ethnical and the National Secret Political Organizations”. At the same time, “Flo TUFARU” 
cannot be construed on the current person and life of MATEI Alexandru, as neither the couple 
“Angela” and “Eugen” has no significance from the point of view of his case, while i was unmarried 
and inclined to emigrate to the United States of America. Further, this film comprises potential pro- 
graming messages which can be construed on my person. On the basis of these considerations, it can be 
presumed that Victor REBENGIUC as “Niki ARDELEAN”, Razvan VASILESCU as “Flo TUFARU” 
and Serban PAVLU as “Eugen TUFARU” were paragons created for my person. In this way, if i fol- 
lowed the example of one of the “Tufaru” brothers — self-employment or marrying an “angel” — i 
would become qualified as “bush of Venice”, namely professionally incompetent, primarily by the re- 
spective national secret political organization in the framework of its personal secret policy relative to 
my person. 
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It may be “significant” [81, minute 3] that the above-mentioned debate of “Niki” and “Flo” is imme- 
diately preceded and therefore associated with a poster image of the twin towers in New York: [28, 
minute 58] 





as well as the “Mickey Mouse” scene is immediately preceded and therefore associated with a televi- 
sion image of the terrorist attack on the twin towers in New York of 11 september 2001: [28, minute 
81] 





which associations may generally express and program the approximate fabricated conception of the 
national secret political organizations: “The humans creating, acquiring and asserting knowledge about 
us particularly, and the humans qualified by us as unutilizable, inconvenient or dangerous generally are 
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real or potential terrorists threatening national security. Consequently, the state is entitled to apply vio- 
lence against them.” And this programing was implemented among others in the detention camp in 
Guantanamo, Cuba, after 11 september 2001. 

The twin towers in New York are still associated with the couple “Angela” and “Eugen”: [28, minute 
30] 





and a dove: [28, minute 52] 
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In the symbolism of the national secret political organizations, the dove presumably symbolizes a 
young woman in general, or a “little angel” [28, minute 54] in particular. This presumption ts based on 
the association with a dove of Elizabeth Adam with her films entitled “Calculatorul marturiseste” (The 
Computer Testifies) of 1982 and “Pacala se intoarce” (Joker Returns) of 2006: [45, minute 39] [35, 


minute 16] 
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of Angelina Jolie with the music video of the band Widespread Panic entitled “Wonderin’”: [46] 





and of Sharon Tate with her film entitled “Eye of the Devil” of 1966: [47, minute 26] 





Therefore, the above associations of this film construed on my person mean that my contacting on the 
merits a “little angel” would result in my being conferred the national secret political qualification and 
status of “terrorist”. This presumption regarding the above modification of the fabricated consciousness 
relative to my person [Note: By the word-group “fabricated consciousness relative to a person”, i mean 
the system of the fabricated conceptions relative to that person of a national secret political organiza- 
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tion.] primarily of the american Illuminati in the wake of the accomplishment of the eventuality of my 
marriage with a “little angel” is corroborated by the fact that during his wedding with Dorina CHIRIAC 
as “Angela” Serban PAVLU as “Eugen TUFARU” appears with a terrorist masking: [28, minute 75] 





The presumption of the existence, contents and american national secret political origination of the 
above programing messages relative to the “terrorism” is corroborated by the international political 
context at the time of shooting the film. In my conception, the terrorist attack of 11 september 2001 
against some american objectives was ordered, facilitated and even executed in a certain measure by 
the american Illuminati through its front CIA with the purpose of sensitizing and activating the state au- 
thorities, and so increasing their utilizability against the potential “terrorists”, in whose category there 
could be included also the persons qualified by the national secret political organizations as unutiliz- 
able, inconvenient or dangerous. Related to this film, if he was such a person, as suggests his terrorist 
masking, “Eugen TUFARU” could easily become an object of the “anti-terrorist” investigations and re- 
pressions of the FBI and CIA. In the light of the personal secret policy relative to my person, as a po- 
tential “Eugen TUFARU”, of the american Illuminati, the twin towers in New York could symbolize 
the twin daughters of George Walker Bush, the then president of the United States of America, a pre- 
sumed member of the american Illuminati, and their pulling down could express its furious and threat- 
ening reproach for that i had “neglected” them, similarly to Nadia COMANECI and other women able 
to finance the publication and distribution of my books. 
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The film makes reference twice artistically independently to the Policolor Plant in Bucharest, of 
which name can be a reference to the “multi-colored” character of the knowledge created by me, with 
which i “terrorize” the national secret political organizations, and which is the successor of the paint 
and dye enterprise to which i had been sent from the faculty in february 1984 to procure unsaturated 
polyesteric resin “needed for the carrying out the experimental work at my diploma project”, as it turns 
out from the writ below: 





Translation from the romanian language: Faculty of Chemical Technology in Timisoara, Laboratory of 
Technology of Macromolecular Compounds, No. 14 of 22 february 1984 / To, POLICOLOR PLANT 
— BUCHAREST / We hereby ask you to be so kind that in the framework of the collaboration between 
your plant and the Polytechnic Institute in Timisoara, Faculty of Chemical Technology, give us 5 kilo- 
grams of Polestral (Nestrapol) 120 and the corresponding reticulating agents. The material is necessary 
for us for carrying out the experimental work with the diploma project of the student Istvan ADOR- 
JAN. [Read approximately: ‘iftva:n 'Odorja:n.] / Professor doctor engineer Ionel MANOVICIU, [Read 
approximately: jo'nel mAno'vit{iv.] [indecipherable signature]. 
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The first reference is made with an inscription on a car which appears on the screen during the burial of 
Marius GALEA as “Mihaita”: [28, minute 9] 





and the second one during filling in the forms of emigration to the United States of America by the cou- 
ple “Angela” and “Eugen” as the place of work of “Angela”. [28, minute 34] On the basis of this, it can 
be presumed that the two above references constitute a formulation of the approximate programing 
message addressed to my person by the romanian and the american national secret political organiza- 
tions: “Your engagement at the Policolor would mean the first step on the path of life represented by 
Marius GALEA as »Mihaita« or that represented by Serban PAVLU as »Eugen«: if after the engage- 
ment you marry a ‘little angel’, you shall be able to emigrate to America; if you remain bachelor, you 
shall have it like »Mihaita«.” This presumption is corroborated by the fact that the occupation of Ser- 
ban PAVLU as “Eugen TUFARU” is engineer, which presumably was inspired by my diploma of 
chemical engineer obtained on my graduation in 1984 from the Faculty of Chemical Technology of the 
“Traian VUIA” Polytechnic Institute in Timisoara. It is to be mentioned that also the fabricated path of 
life “Mihaita TUFARU” was situated within the limits of the “terrorism”, because his image is associ- 
ated with the above image of the terrorist attack on the twin towers in New York, and his occupation of 
musician reflects the interest of the national secret political organizations that i do not “terrorize” them 
with my books, but orientate my creativity to the domain of music, as does otherwise the american ex- 
ample of “Marilyn Manson”: [28, minute 56] 
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At the same time, the fact that Marius GALEA is recurring from film entitled “Miss Litoral” (Miss Lit- 
toral) of 1990 — in which his role of the fiance of Anca TURCASIU as “Tina CHITIC” can also be 
construed as an example set to my person — means that a part of the programing messages formulated 
and examples set with that film can have significance in relation to my person as well. 

In 2003 — the year of releasing this film — i was in Hungary, and usually i did not view films. For 
this reason, the probability of that the programing messages and examples of this film reached me was 
extremely low. That those were received by me after all, is owing to the fact that in 2017 i discovered 
the case of MATEI Alexandru, and in 2021 i have researched it. It results the conclusion that the ethni- 
cal and the national secret political organizations implement their policies of secret communication 
with the society independent on the probability of receiving their communications by the addressees. 
For this reason, the artistic films of the world must be relatively rich in personal and national secret po- 
litical messages. 


2.54. The film entitled “Weekend cu mama” (Weekend with My Mother) of 2009 


With the film entitled “Weekend cu mama” [Read approximately: 'vikend ku 'mAma. In the english 
language: Weekend with My Mother.] of 2009, MATEI Alexandru was required to act the secondary 
and short role of a taxi driver: [29, minutes 57 and 57] 
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The two woman leading characters having taken the taxi of the nameless character of MATEI Alexan- 
dru, one of them uses obscene words in her conversation with the other, whereupon says: “Miss, in my 
car one shall not talk in this manner. I won’t allow you. If in your family one talks in this manner ...” 
[29, minute 57] This can be presumed to have been a formulation of the approximate personal secret 
political programing message to MATEI Alexandru: “If you haven’t engaged in politics, you can now 
make rules only in your car.” 

For a fading of MATEI Alexandru even in this role relatively humiliating for his person, the film still 
presents a double of him, who not only resembles him physically, but also carries out the same passen- 
ger transport service, as an apparent friendly turn: [29, minutes 30, 30 and 30] 
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And presumably for a final falsifying and degrading personal secret political qualification relative to 
the case of MATEI Alexandru, this film also associates him with “Mickey Mouse”: [29, minute 1] 
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The film formulates with a sky image the “galaxy” message already formulated with the films enti- 
tled “Dumbrava minunata” (The Wonderful Oak-wood) of 1980 and “Miss Litoral” (Miss Littoral) of 
1990: [29, minute 3] 





It refers to its american national secret political origination that a propagandistic video of the american 
Illuminati also appears to formulate and program it: [42] 
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The right half of the image has shown stars and galaxies, and the stylized human image on its left half 
has presumably expressed and programed the interest and practice of the american I|luminati in altering 
the personalities of its members in conformity with its image and likeness, by this means the video 
cover image appearing to convey the approximate personal secret political programing message refer- 
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ring to the two major alternatives of fabricated path of life of the target persons: “You either go to an- 
other galaxy as you want to be and act, or enter the Illuminati as we want you to be and act.” 

“Silvia”, [Read approximately: 'silviA.] a depraved girl character having an ethnically non-specific 
romanian facial expression, [29, minute 19] 





makes an explicit reference to the film of MATEI Alexandru entitled “Dumbrava minunata” (The Won- 
derful Oak-wood) of 1980 — similarly to the film entitled “Muschetarii in vacanta” (The Musketeers in 
Vacation) of 1984 — when having been required to say that her underworld name is “Lizuca, kind of 
‘The Bewitched Oak-wood’”, [29, minute 19] substituting the word “wonderful” for the word “be- 
witched”, presumably with the purpose of programing the “bewitched” “fate” [24, minute 66] of partic- 
ularly the children qualified as “worms of devil, beasts, and of bad type”. [22, minute 15] 

The rest of the presumed programing messages incorporated in this film — appearing to have been 
originated jointly by the romanian and the american national secret political organizations — cannot be 
construed on MATE! Alexandru any longer, because during shooting this film he was around 82 years 
old. Consequently, those programing messages must have been addressed to my person, and possibly 
other persons of my kind living in or coming from Romania. 

Already the title of the film can be construed as a formulation of the approximate personal secret po- 
litical programing message to my person: [Weekend with My Mother — weekend + my mother — 
weak + end + my mother, namely decoded approximately: “If you continue to live with your mother, 
namely you do not contact a woman sexually, we will continue to seal your marketable books off from 
the market, and you will end your life pecuniarily weakly.” In this respect, the comparison between the 
driving scenes of MATEI Alexandru and his enthusiastic and busy double can be construed as a formu- 
lation of the approximate personal secret political programing message to my person: “If as an old man 
you are enthusiastic and busy, you may make money by driving your own car, and not of a taxi com- 


pany.” 
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The “big-eyed” [20, minute 40] Medeea MARINESCU [Read approximately: me'deIA mari'nesku. ] 
[29, minute 2] 





resembles the former romanian gymnast Nadia COMANECI, [Read approximately: ‘nadia komo'net{j.] 
[40] 





who illegally fled from the Socialist Republic of Romania to Hungary “on the night from 27 to 28 no- 
vember 1989” [40] — presumably unconsciously manipulated by the romanian national secret political 
organization for increasing the revolutionary spirit of the romanian people in its making the “revolu- 
tion” of december 1989 — after that she crossed to Austria illegally, and through the mediation of the 
american embassy in Vienna she arrived in New York, the United States of America, legally on 1 de- 
cember 1989. [40] In this way, similarly to the film entitled “Niki et Flo” (Niki and Flo) of 2003 — 
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which refers to the romanian-american singer Margareta PISLARU by delivering one of her songs — 
the reference of this film to the image of Nadia COMANECI can be construed as a formulation and 
programing of the common interest of the romanian national secret political organization and the amer- 
ican Illuminati of my contacting her sexually, for one of the alternative fabricated paths of life of extri- 
cating myself of pecuniary “weakness”, formulated and programed already with the title of the film. 

Medeea MARINESCU acted “Luiza”, [Read approximately: 'lujzA.] a woman having emigrated to 
Spain, and returning to Romania for the first time after more than a decade with the purpose of seeing 
her daughter, “Cristina”, abandoned by her when emigrating. With this, on their part, the romanian and 
the spanish national secret political organizations formulate and program another alternative for me to 
extricate myself of pecuniary “weakness”, in conformity with their interests. 

Razvan VASILESCU — who is recurring from the film of MATEI Alexandru entitled “Niki et Flo” 
(Niki and Flo) of 2003 — was required to act the children trafficker “Edwards”, [3] the need for such 
children being presumably ensured by not only those needing an organ transplantation, but possibly 
also at least the american and the british english Illuminatis practicing children sexual abuse and sacri- 
fice. On the basis of this, and corroborated by the current internet canvassing for new members of the 
american []uminati, 
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it can be presumed that his this role has been an implementation of the guideline of the personal secret 
policy relative to my person of the american Illuminati that i enter its ranks, as another alternative for 
me to extricate myself of pecuniary “weakness”. 
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The fact that with the first scene of the film Razvan VASILESCU and Medeea MARINESCU were 
directly related [29, minute 2] can be construed as a joint formulation and programing of the above- 
mentioned two major potential paths of life of my person fabricated in conformity with the interests of 
the american Illuminati. This construction is corroborated by that the scene ends with showing the 
starry sky, and “from the stars above there comes to life the vision” [41] of a bear: [Note: The quotation 
is from the song entitled “Looking Glass” constituting a part of the film music.] [29, minute 3] 





This can be presumed to have been a formulation of the approximate personal secret political program- 
ing message to my person, referring to Romania as “a land of dreams come true”: [29, minute 2] “If 
you neither contact Nadia COMANECI, nor another romanian woman able to finance your business of 
publishing and distributing your books, and nor enter the Illuminati, in Romania you will have the fate 
of the engineer Gheorghe URSU, and with your death you will get to another galaxy in heaven: your 
dreams will come true.” 
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Medeea MARINESCU as “Luiza” was related with a person dressed up in a gorilla costume: [29, 
minute 27] 





Corroborated with other personal secret political information received by me during my life, i can pre- 
sume that this scene expresses and programs the conception fabricated about my person primarily by 
the american Illuminati for the case in which i will contact a woman like Nadia COMANECI or 
Medeea MARINESCU as “Luiza” for the publication and distribution of my books: the gorilla as a 
species of ape represents the intention of the national secret political organizations to present my books 
as having been plagiarized, namely “aped” from their personal secret political agents specialists in the 
respective fields, and the colored balloons in the hands of the gorilla represent my books, their “multi- 
colored” character — what was already expressed and programed with the word “Policolor” through 
the film entitled “Niki et Flo” (Niki and Flo) of 2003 — and the potential bursting of the balloons rep- 
resent the national secret political intention of destroying my books with plagiary show trials. In a simi- 
lar manner, also Angelina Jolie was related with an ape through her film entitled “Life or Something 
Like It” of 2002: [48, minute 4] 


D/O 





The film makes several musical references to the film entitled “Eyes Wide Shut” of 1999 by having 
incorporated in its music, more exactly in the melody of the band Sleepy Rebels entitled “Looking 
Glass” and the adapted variations of that — recorded at Motive Music-Sound in New York, [29, minute 
87] which is an evidence of the american origination of the film — acoustic elements [29, minutes 32, 
57, 75, 79 and 85] resembling the corresponding elements [39, minute 70] of the music of the Illumi- 
nati scene of that film. These musical references corroborate the presumption that this film was co-orig- 
inated by the american Illuminati, and the character “Edwards” of Razvan VASILESCU represents it. 
Also, the one-eye clip incorporated in the beginning part of the film can be presumed to have been 
meant to represent and assert the “all-seeing-eye” symbol of the american Illuminati: [29, minute 1] 
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Further, Andi VASLUIANU [Read approximately: 'Andi vAslo'jAnv.] as the drug trafficker “Johnny” 
was required to say: “In Romania, the humans are some cattle all, some worms ...”, [29, minute 73] 
with this expressing and programing the dehumanization and animalization guideline of the national se- 
cret policy of the american Illuminati. 

I have also presumed that the partial propagandistic revelation of the american Illuminati with the 
film entitled “Eyes Wide Shut” has expressed and programed among others its interest in my entering 
its ranks. This presumption is corroborated by that 1999 is the year of Angelina Jolie’s presumed enter- 
ing the Illuminati, she made her fortune after 1999, and the ciphers of that year have a programing 
value in this respect: [1999 —> 9 — nine — n-ai (romanian) [Read approximately: 'naI.] = you do 
not have, namely decoded approximately: “Because you don’t have a fortune, you should follow the 
example of Angelina Jolie and enter the Illuminati.” [Note: For other related details, see my book enti- 
tled “Eyes Wide Open: The Illuminati Tigress-Programing, -Training and -Using Angelina Jolie”. ] 

“Cristina”, the daughter of Medeea MARINESCU as “Luiza”, was acted by the “big-eyed”, [20, 
minute 40] “little angel” Adela POPESCU [Read approximately: A'delA po'pesko.] [29, minute 29] 





— having acted the leading character of the film entitled “Ingerasii” (The Litttle Angels) of 2009 [3] — 
her surname is recurring from the films of MATEI Alexandru in which there had acted Stela 
POPESCU, Miticd POPESCU and Rodica POPESCU BITANESCU, and has borne a similar potential 
personal secret political programing message to my person: “If you continue to contain yourself sexu- 
ally, you will have to contact a sexually light woman like ‘Cristina’.” 

In a scene, Adela POPESCU as “Cristina” appears drugged, saying: “My best friends are the polar 
bears.” [29, minute 3] This can be construed as a formulation of the approximate personal secret politi- 
cal programing message to my person: {polar — pol + ar — Pal (hungarian) + ar (hungarian) — Pal 
CSERESZNYES + ar {Note: Pal CHERESZNYES [Read approximately: pa:l 'tferesnje:f.] was a partic- 
ipant in the interethnic events of march 1990 in Targu Mures, [In the hungarian language: 
Marosvasarhely.] Romania, who was convicted to imprisonment presumably unjustly, for political rea- 
sons. His case could be created for a precedent in connection with the romanian national, and later 
multinational attempts of staging a penal show trial against my person.} = Pal CSERESZNYES + 
price, namely decoded approximately: “If i shall manage to convict you like i did Pal CSERESZNYES, 
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and you will contact a woman like ‘Cristina’, your case shall become similar to that of the engineer 
Gheorghe URSU.”} 

The daughter of Adela POPESCU as “Cristina” is kidnapped by Tudor Aaron ISTODOR as her 
boyfriend “Glont”. [Read approximately: 'glonts. In the english language: Bullet.] She manages to find 
the building of the “Foundation ‘Children of the Lord’” — the word “Lord” presumably metaphorically 
denoting the national secret political organizations practicing children sacrifice — the front of the chil- 
dren traffickers, [29, minutes 79 and 79] 
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to which she was carried, intrudes into it by deceiving the employee having opened the door, finds and 
takes her daughter, but she is discovered by “Edwards” still in the building, and murdered. Having been 
informed through the phone, Medeea MARINESCU as “Luiza” goes to the morgue to identify her: [29, 
minute 85] 





With this scene, the film makes another major reference to or reflects the same Illuminati practices as 
the film entitled “Eyes Wide Shut” of 1999, in which Tom Cruise as the physician “Bill Harford” goes 
to the morgue to see the woman murdered by the american Illuminati, [39, minute 124] 





because she had “redeemed” [39, minute 85] him from being murdered by the Illuminati members 
when those discovered him in the “house” [39, minute 69] of their orgiastic party, where he had in- 
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truded from curiosity by asking the password of his musician friend who was to play there. 

Tudor Aaron ISTODOR as “Glont” graduated from a “romanian-american” [29, minute 29] educa- 
tional institution, what further corroborates the presumption of the american national secret political 
origination of the film. He has a debt of 10,000 euros. Partly on the basis of the potential personal se- 
cret political programing message borne by that number, i can presume that he acted a fabricated path 
of life of my person: [10,000 — 1, namely decoded approximately: “If you remain alone, namely 
don’t associate with another person in your business of publishing and distributing your books, we will 
continue to seal your marketable books off from the market, you will not be able to make money, you 
will only be able to borrow money, and you will become indebted.” This personal secret political 
guideline is the same with that presumably implemented with Ethan Hawke as the “art dealer” “James 
Costa” [30] in the film of Angelina Jolie entitled “Taking Lives” of 2004, in which he has a debt of 
80,000 dollars — in the communication-programing language relative to my person of the national se- 
cret political organizations the cipher “8” meaning the expression of the standpoint, originating in that 
in the decade 1990 the Voice of America of hungarian language broadcast the “standpoint of the gov- 
ernment of the United States” at 8 hours a.m. — the word “art” presumably referring primarily to my 
four books written between 1994 and 2000 about my four illegal fleeing attempts from the Socialist Re- 
public of Romania. [Note: For other related details, see my book entitled “Eyes Wide Open: The Illu- 
minati Tigress-Programing, -Training and -Using Angelina Jolie”. ] 
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Internet Archive; 

16) the english-, hungarian-, and the romanian-language text-image electronic versions of my book 
entitled “Documents and Objects relative to My Fraudulent Crossings of the State Frontier of the So- 
cialist Republic of Romania”, with the internet distributors Google Play and Internet Archive; 
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17) the english-language text-image electronic version of my book entitled “Across the Romanian- 
Yugoslav Frontier of the Forest — my second illegal fleeing attempt from the romanian communist 
state”, with the internet distributor Google Play; 
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18) the english-language text-image electronic version of my book entitled “Across the Barrow of 
the Romanian-Yugoslav Frontier — my third illegal fleeing attempt from the romanian communist 
state”, with the internet distributor Google Play; 
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19) the english-language text-image electronic version of my book entitled “Through the Soviet Iron 
Curtain of the Hill Wood — my fourth illegal fleeing attempt from the romanian communist state”, 
with the internet distributor Google Play; 
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20) the english-language text-image electronic version of my book entitled “The Illuminati Purifying 
the American Nation from Sharon Tate”, with the internet distributors Google Play and Internet Ar- 
chive; 

21) the english-language text-image electronic version of my book entitled “My Experiences Condi- 
tioning the Development of my Concept of Ethnical or National Secret Political Organization”, with 
the internet distributors Google Play and Internet Archive; 

22) the english-language text-image electronic version of my book entitled “Articles about the Ethni- 
cal and the National Secret Political Organizations”, with the internet distributors Google Play and In- 
ternet Archive; 

23) the english-language text-image electronic version of my book entitled “The Illuminati Prevent- 
ing Marilyn Monroe from Becoming a Cleopatra of America”, with the internet distributors Google 
Play and Internet Archive; 

24) the english-language text-image electronic versions of the volumes 1, 2 and 3 of my book enti- 
tled “My Persecutions by the Ethnical and the National Secret Political Organizations”, with the inter- 
net distributors Google Play and Internet Archive. 


B. E-videos 


Till june 2021, i have published in the english language my electronic videos entitled: 
1) “National Conspirations for Stifling the Individuality, Personality and Spirituality of Elizabeth 
Adam”, with the internet distributors YouTube and Internet Archive: 
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2) “Elizabeth Adam As Wild Rose Message of National Marginalization”, with the internet distribu- 
tors YouTube and Internet Archive: 
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3) “Elizabeth Adam in National Darkness”, with the internet distributor YouTube: 
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4) “Elizabeth Adam’s Face-Eradiated Humanism and Non-Nationalism”, with the internet distributor 
YouTube and Internet Archive: 
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5) “Elizabeth Adam’s Face-Mirrored National Secret Political Persecution”, with the internet distri- 
butors YouTube and Internet Archive: 
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6) “Elizabeth Adam As Fairy of Mountains”, with the internet distributors YouTube and Internet Ar- 
chive: 
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7) “National Secret Political Fading of Elizabeth Adam’s Symbolics”, with the internet distributors 
YouTube and Internet Archive: 
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8) “This Is How Nationalists Wanted to Steal Elizabeth Adam from Humankind”, with the internet 
distributors YouTube and Internet Archive: 
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9) “Elizabeth Adam Was ‘Little Snow-White’”, with the internet distributors YouTube and Internet 
Archive: 
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10) “Elizabeth Adam As ‘Witch’”, with the internet distributors YouTube and Internet Archive: 





11) “Angelina Jolie’s ‘Delilah’ Side”, with the internet distributors YouTube and Internet Archive: 
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12) “Iluminati’s Bath-Tub Murder”, with the internet distributors YouTube and Internet Archive: 
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C. Site 


The address of the english-language site of Elizabeth Adam is: 
www.sites.google.com/site/humanistelizabethadam: 
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Book-creation information 


The author created the first edition of this book for the most part between 28 march and 10 june 2021, 
then during its translation into the romanian language between 11 june and 28 july 2021 he further de- 
veloped it, as originator, researcher, writer and editor, in the english language, under private-life cir- 
cumstances, as his fifth book revealing his conception about cases of humans qualified as unutilizable, 
inconvenient or dangerous by the respective ethnical and national secret political organizations, result- 
ing from the social need for knowing those secret societies and their actions, which are harmful not 
only to the concrete persons affected, but potentially to everyone, and the entire society. The author cre- 
ated the second edition of this book in around one month between april and may 2022, based on its first 
edition, and additionally comprising the results of his research of nine television films, two televised 
stage-plays, two television satiric moments, and 14 radio stage-plays. The electronic redaction of the 
book was made by the author personally mainly with the following technical means: Acer AOD270, 
Linux-GNU Peppermint 6, LibreOffice 4, GIMP 2. 


Author information 
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The photo taken on 6 april 2021 pictures the author, Istvan ADORJAN. He was born on 20 december 
1959 in the village Mikhaza [Read approximately: 'mikha:zo. In the romanian language: Calugareni. ] 
in the county Maros [Read approximately: 'morof. In the romanian language: Mures.] in Romania, his 
citizenship is romanian, his ethnicity hungarian, his identity first of all human, at present he regards not 
one state his own or his country, ideologically he is atheist, politically liberal, his theory-like conviction 
is that the great religions and the national states are creatures and means of the national secret political 
organizations, with his writings his purpose is the publication and diffusion of his say of scientific, 
philosophic-atheist, progressive, humanist, non-nationalist and liberal spirituality, particularly the reve- 
lation, publication and diffusion of his say relative to the national-imperialist, anti-humanist, anti-pro- 
gressive and anti-scientific nature and activity of the national secret political organizations, great reli- 
gions and national states. 
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The End 
of the Electronic Book 


